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ABSTRACT 
The purpose of this work is to examine how rock music in China 
deviates from the official ideology. This study also attempts to analyze how 
the Communist Party deals with this western musical style and how rock 
music negotiates with the government to seek for survival in the Gramscian 
perspective of hegemony. 
The worldview of the lyrical content of rock music is examined by 
content analysis which applies Northrop Frye's dramatistic framework of 
classifying the characters in terms of their abilities, they are categorized as 
ironic, mimetic, leadership, romantic or the mythic mode. Historical 
analysis deals with the negotiation between the officials and rock music. 
The data used in the analysis are mainly from two sources: the primary data 
include rock music recordings bought in Hong Kong and mainland China; 
the secondary data are from magazines, journals, newspapers and books on 
the subject of rock music. 
The study draws a number of conclusions. First, the worldview 
conveyed by the lyrical content of rock music is deviated from the 
Communist ideology. The social relations presented in rock music are 
alienated and estranged, individualism is stressed in rock music as against 
the focus on collectivity by the Communist Party. Pessimism pervades rock 
songs which reveals a reality filled with problems of identity crisis, lacking 
of confidence towards life. 
Second, rock music may be a field of negotiation between the 
government and rock music. The Communist Party coopts rock music into a 
musical style indistinguishable from that of the musical style preferred by 
the dominant discourse. Moreover, the government marginalized the 
deviant musical form by banning its performance and censoring the lyrics of 
songs perceived to be inappropriate for dissemination in the country. 
On the other hand, rock music negotiates with the dominant power 
on several levels which the government cannot fully control. First, the text 
constitutes a field of possible meanings subject to audience interpretation. 
Metaphorical and intertextual messages designate meanings without 
directly expressing it. Rock musicians can also excorporate the original 
meaning of the text by transforming the structure of the text or 
recontextualizing it in another contexts unrelated to the. original intention of 
the song. 
Second, advances in technology help to liberate the consumption of 
rock music, and do away with constraints imposed by the authorities. 
Third, the emergence of private enterprises offer rock musicians 
more sources of financial support and space for performance so rock 
musicians have more freedom to work on their own. Free market economy 
opened the rock music market for foreign business investments. The 
financial potential of rock music to stage charity concerts collecting funds for 
state purposes is at the same time an opportunity to perform rock songs. 
Fourth, the audience's reaction is difficult to control. The audience 
can consume rock songs and bring extra-musical meanings to it. Rock 
concerts can be utilized by the audience for staging symbolic protests 
against the dominant power through body movement. 
Finally, the study concludes that the communication of rock does not 
only rely on intertextual or intratextual meaning. Communication of the 
messages in rock also depends on the cultural contexts, meaning can be 
transformed or changed through social interaction. The situation of rock 
music in China is unique in that it is a consumer product facing the 
ideological constraints of the dominant discourse. 
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Chapter One 
INTRODUCTION 
WHAT'S THE NINETIES GONNA BRING? 
The 30's was a laid-back melody 
The 40's a tender threnody 
The 50's had that vigorous feel 
As all the nation smelted steel • 
The 60's sang "going down to the country" 
The 70 's model operas were revolutionary 
The 80 's was breakdance but that 's not all 
There was a fever for rock and roll 
Still there's many songs to sing 
What's the 90's gonna bring? [1] 
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I. INTRODUCTION 
The Purpose and the Significance 
The study of popular music has become a significant field of 
communication studies in recent years as envisaged by the vast literature, 
linking communication, mass media and popular music, as exemplified by 
Lull's (1992) Popular Music and Communication. These studies derive a variety 
of perspectives from multi-disciplinary thoughts and methods ranging from 
historical and ethnographic research, which often range from participant 
observation and intensive interviews (Ryback, 1990; Zhao, 1992; Kraus, 
1989) to musicological research which focuses on the analysis of tones, 
melodies, harmonies, tempo and instrumentation (Shepherd, 1982; Tagg, 
1982); and from sociological research (Frith, 1978; Durant, 1984; Supicic' 
1987) to textual analysis using models of literary criticisms (Chesebro et.al., 
1985; Conrad, 1988). 
Nonetheless, studies of rock music have not been that popular in 
intellectual circles in mainland China, probably due to this genre's status as 
a subculture distinct from the official discourse. Until now, there has been 
no detailed scholastic study on rock music in China from the perspective of 
communication theories. The existing literature on the topic is often in the 
form of music critiques or journalistic articles on personal profiles or rock 
singers and the latest development and situation of rock music in China. It 
is the intention of this study to focus on the content and messages of rock 
music in China and to illuminate its meanings. 
This paper also aims at broadening the theoretical perspectives of the 
communication scholarship on popular music. Since most existing studies of 
the conditions of popular music have been conducted in Anglo-American 
and European countries, these often employ a framework of analysis that 
� 
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stresses the commercialization and industrialization of popular music 
operating under a democratic government within a free market economy. 
On the other hand, studies on Eastern European rock music before 1989 
were mainly focused on the banning of rock music in a state of puritanism 
and authoritarianism, which allowed no freedom of artistic expression. 
It is crucial to understand that the case of China is unique in terms 
of its political and economic structure: a market economy operating within 
an ideology of Marxism and Maoism. That means rock music must operate 
in an area between the bureaucracy and the market. The autonomy deriving 
from the market economy allows this subcultural production to exist, and 
yet the messages of rock music must not be over-critical of the ideological 
conventions set by the officials lest it might be banned. Therefore such a 
special environment has nurtured a literary style of lyrics in China, whose 
meaning is subtle and polysemic. Playing this game within such a space 
and time involves more dangers, constraints and strategies than one might 
imagine. 
In the next chapter, I begin with a brief history of rock music in 
China before proceeding to a review of the literature. In the literature 
review, three approaches to the study of rock music in China will be 
examined: this includes the cultural industry approach, the liberal-pluralist 
approach and the technological approach. Then, a theoretical perspective 
will be constructed in the fourth chapter. In the fifth chapter, the 
methodological approaches to address the problems and questions of the 
studies are described. In the sixth chapter, the meanings of rock music are 
studied through the textual analysis of the lyrical content. Finally, this 
paper focuses on the relationship of rock music to hegemony, exploring the 
following questions: In What ways the messages of rock provide an 
alternative view other than the hegemonic ideology and discourse? What is 
> 
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the world view of rock music? How does the dominant power react to the 
deviance of rock music from its power? And, how does rock music react to 
the marginalization of the government and adapt to the official discourse? 
Following a conclusion of this work, I describe the limitations of this study 
and offer suggestions for future research. 
A brief explanation of the conventions used in this thesis may be 
given here. The pinyin system is employed for the transcription of Chinese 
names throughout the text and the bibliography. Concerning the Chinese 
references, unless the titles and names of the authors are originally 
accompanied and available in English, there will be translations of Chinese 






II . HISTORICAL BACKGROUND 
Rock music has been a product of the West, with its form being a 
mixture of the rhythm &： blues with country & western in the United States. 
It is a musical style often associated with youths and the powerless in 
society. One can note that in the 1960s how youths in Britain and the 
United States identified with rock groups such as the Beatles and the 
Rolling Stones. [2] It is a voice in rejection of the disciplinary world and 
boredom imposed by the authorities. It was not until the mid-1980s that 
rock music landed in China when the Open Door Policy and economic 
reform opened the gate of the Middle Kingdom. Increased contacts with the 
outside world not only brought trade and economic relations with the West, 
it also attracted China to foreign entertainment such as pop songs and 
discos. Beijing witnessed bars and discos filled with the music of jazz as 
well as rock music. University students borrowed tapes of Western rock 
bands such as the Beatles, Bee Gees and the Rolling Stones from foreign 
students and recirculated them by duplicating tapes then on cassettes. The 
country watched the performance of British rock group Wham! when the 
rock band was allowed to enter the door of China in 1985. [3] 
These western music might have helped to spark interest in rock 
music in China. Chinese rock first entered the public domain in 1986 when 
Cui Jian performed his song "I Have Nothing" in a concert, after which 
yaogun (rock n' roll) suddenly became all the rage. Its popularity even posed 
a strong challenge against the long prevalence of gangtai (Hong Kong and 
Taiwan) popular music on the mainland. [4] 
Though the genre of rock music may be borrowed from the West, 
Chinese rock is far from being purely a Western imitation. Besides using 
instruments commonly used in Western rock such as electric guitars, 
/ 
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drums, the trumpet and the saxophone, rock music in China also adds to its 
repertoire Chinese instruments such as dizi (a Chinese flute), suom (a wind 
instrument with its sound close to an oboe), guzheng (a Chinese zither) and 
pipa (a string instrument similar to a Western lute). Other than the Chinese 
instruments, some lyrics borrow the style of Chinese poems and a rock 
band has even used a piece of prose from the Song dynasty as the lyrics of 
the song 'Yangzhou Road in Flames of War'.[5] Apart from the national 
character inherent in Chinese rock music, creativity is stressed while 
packaging or stardom is only considered as secondary in China. 
In the late 1980s, rock music proliferated with numerous bands in 
different styles and combinations, such as the Black Panther, the Tang 
Dynasty, the Breathing, the Compass, the Cobra, the 1989' the Red Troop 
and a whole list of other rock bands and singers which still remained 
'underground' in the sense that they still had not the chance to release 
albums or to perform in public. It is estimated that Beijing had about 50 
rock bands by the early 1990s. [6] At the same time, there was a 
diversification of rock music into different styles: for example, other than 
simply rock music, there is also folk rock, as represented by the Mongolian 
singer Teng Ge'er; pop rock, mainly played by rock bands such as Black 
Panther and Xin Tv, while bands playing hard metal include Tang Dynasty 
and Again; still another genre arising in the early 1990's is revolutionary 
rock, the rendition of revolutionary songs in the style of rock. 
Rock stars and bands such as Cui Jian, Black Panther and Tang 
Dynasty are so popular with the public that they are able to counter the 
influence of Hong Kong-Taiwan pop songs which have dominated the 
Chinese market. Cui Jian's album 'Rock on the New Long March' was 
estimated to have sold over 2,000,000 copies [7], a large quantity in the case 
of China. 
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Nonetheless, one must note that the conditions in which these 
singers and bands created their own music are quite different from their 
counterparts in the West. Without a full-fledged music industry and 
commercial broadcasting system, these musicians often had to resort to 
playing in bars, restaurants and underground venues barely earning 
enough to survive. In the beginning, most of them were poor and had 
virtually no economic support despite the fact that they enjoyed immense 
popularity. Such popularity together with its financial potential can be 
reckoned by Cui Jian's promise to raise a million yuan for the Asian Games 
in 1990. [8] 
. T h e definition of Chinese rock 'n' roll was quite ambivalent initially 
when this genre emerged in China; it is often termed as a Xibeifeng 
(Northwest wind), which is a musical genre said to be originated from the 
northwest plateau of China. [9] The vocal style is rough and strong, and this 
probably explains why it is considered as a counterpart of Western rock 
music. In the late 1980s there developed a clear division between Xibeifeng 
and Chinese rock music. However, while there is actually no clear 
definition of what Chinese rock is, there is often common agreement that it 
is rock when it is performed by those wearing long hair, dressed in black 
leather jacket, and when the music is filled with loud percussion and the 
screeching of electric guitar. But at other times, rock music is defined by 
who sings or performs it. For example, Wang Yong, a former member of the 
rock band Ado, had composed his own music in the Tibetan style, but his 
music was also classified as rock and was included into an album with the 
title 'Rock Beijing', though such kind of music could not have been classified 
as rock in the Western sense. 
In China, what is defined as rock has more to do with the spirit 
behind the music than what musical elements or structures constitute rock 
music. It is often regarded by the media and the music critics as a music 
< ‘ 
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that expresses a sense of non-conformity, and is played by musicians who 
are clearly distinguished from the mainstream tongsu (popular) singers in 
China. The latter sing within the structure of the establishment and write 
songs in favor of or in conformity to the party ideology. In the words of 
Jones (1992:91), "what makes rock "rock," is its self-conscious reclamation of 
a subjective voice. The central concern of rock musicians, their fans (and 
often their critics) lies in the genre's capacity for authentic self expression 
{ziwo biaoxian) and emotional release (xuanxie) in the face of oppression 
iyayi), be it political or cultural". 
Being a Western style, one might ask what meaning and social 
function rock music carries in China, and why it became so popular at such 
a time. To understand the background of the emergence of rock music in 
China, one cannot but also take into consideration the contemporary culture 
of China, as well its political, social and economic context. 
Rock and roll is a product of openness in China's policy. It was born 
after the opening of China to the outside world when the economic reform 
was implemented in the urban sector. Economic reform in agriculture in 
1976 brought substantive changes not only in the field of economy and 
society, but also extended to the ideological and cultural realm. In 1978, 
when "practice was the sole criterion of examining truth" became an 
authoritative phrase at the Third Plenum of the Eleventh Central Committee 
meeting of the Chinese Communist Party, the reins of the Marxist-Maoist 
ideology on the people were loosened. Strict adherence to party dogmas 
was replaced by a more pragmatic policy underlying the modernization of 
China. With increased interaction with the world, people began to pay 
more attention to the outside world, and Western values such as democracy 
and individualism served as a knowledge base in addition to Marxism and 
Maoism, which these values found their expression during the student 
democracy movement in 1989. 
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Such a change was accompanied by the adoption of 'a socialist 
economy with Chinese characteristics' in 1987. This policy directed China 
towards a market economy. The opening up of the economic arena gave 
people more autonomy. Since then, Deng Xiaoping's catchy phrase 'to get 
rich is glorious' prevails, and concepts such as xia hai (go to sea) and zou xue 
(walk through caves), which mean to be involved in commerce, became 
popular. [10] 
In the time being, the cultural and artistic realms, which were 
historically the ideological battlefield of Communist China, took advantage 
of the economic progress. Under the economic reform, people have been 
more well-off, so they have money to afford technology such as cassette 
recorders for entertainment. Other than revolutionary songs and "songs for 
the masses" (these were preoccupied with themes of praising the party and 
portraying the happy lives of the people) [11], songs from Taiwan and Hong 
Kong began to appear in the market. The mellow voice of the Taiwanese 
singer Teresa Deng was so popular in the mid 1980s that she was named as 
one of the three Dengs, the other two being party leader Deng Xiaoping 
and party ideologue Deng Liqun. More independent channels for 
expression appeared in the early 1990s: new bands were set up and music-
making became a personal endeavor with the availability of the technology 
of synthesizers and computers. In this spirit of openness in the late 1980s' 
Western rock music began to take root in China. 
During this period, China was eager for cultural products to express 
feelings and to articulate opinions in the face of dilemma: on the one hand, 
people are allowed to prosper economically; on the other hand, if the 
political policy changes, people might be accused of 'bourgeois 
liberalization'. As the Communist ideology has ruled for so long, people 
were confused with the new changes brought by reform. As a result, people 
felt a lack of directions and goals. Thus concepts such as mang liu (blind 
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movement, meaning that people looking for jobs will go wherever there is 
job) and liu lang (wandering) entered into public discourse. [12] Both 
concepts signify a paradox of leaving the homeland and heading for 
nowhere. 
While facing an existential rupture, people tried to find their own 
goals and meanings in life through the cultural realm. In the late 1980s and 
early 1990s, there emerged a variety of cultural fevers [13] in search of an 
identity. 
Rock and roll was but one of the many cultural fevers sweeping 
China at the time. Other fevers were expressed through cultural artifacts of 
one form or another: for example, craze for Mao Zedong symbolizes the 
people's yearning for a glorious past, as this national hero was celebrated in 
music cassettes, karaoke and all sorts of memorabilia appraising the Great 
Helmsman. [14] Contrary to this is the River Elegy fever {Heshang ri), which 
was initiated by the six-part documentary series "River Elegy" aired on 
television in June 1988, which conveyed a denunciation of China's past 
history. [15] The Jail Songs fever {Qiuge ri) [16] captivated the imagination of 
the masses, which provided a glimpse of life inside the iron cage, while the 
spirit of a communist member Lei Feng who devoted unquestionable love 
and responsibility for the people and party is revered by those who lost 
their idols for worship. Also, the northwest wind fever {Xibeifeng ri) [17] 
which is mainly represented by films portraying the poverty and rustiness 
of the northwest regions of China was a phenomenon of roots-seeking. 
Rock music fever {yaogun ri) is underscored by a sense of courage and 
individualism epitomizing Western values. 
Nonetheless, while these embodiments of new messages served to 
enhance the understanding of the people and liberate more spaces for 
expression, they also created tension. While some information is in 
conformity with the official ideology, which stressed collectivism and 
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sacrifice for the party, others offered an alternative world-view, which did 
not trail the official ideological line, resulting in conflict. 
One source of such tension was created by rock music. Not an 
indigenous music, the party lacked complete knowledge in comprehending 
the meaning implied in rock music, and what impact it would bring to the 
society; as a result, rock music is regarded as a threat to the establishment. 
As stated by Szemere (1992:96): "Typically for authoritarian systems, the 
indeterminacy of meaning inherent in any particular artifact tended to be 
seen and treated by the officialdom as a potential threat to the existing 
social and political arrangements." Due to this, rock music is often subject to 
criticism in terms of moral and ideological implications. "Wholesale 
Westernization" and "bourgeois liberalization" became labels attacking rock 
music. 
Though the blame is often put on the West, Su Xiaokang (1991a & 
b) argued that in China, the real source of cultural tension actually resides 
inside the culture rather than outside. He did not see Western products as a 
source of tension, but as an unrepressed cultural outlet to let off steam. 
While politics remain a dangerous channel for expression, culture 
became the realm of feverish activities for venting true expressions and 
opinions, as well as acting as a realm of identity formation for the people. 
The association between culture and politics is stated by Su (1991b: 31), 
The higher the standardization, the more widespread of 
ideology in a society, the easier for cultural and spiritual 
deviation to emerge. As it becomes more dangerous for people 
to mobilize the structural dimensions, the more the cultural 
realm becomes the venting exit, (translated by author) 
As a result, cultural forms constitute the ground in which people 
project their own identity and problems. 
Su's view of the social role played by culture coincides with the role 
rock music performs in China in expressing a sense of disillusionment in 
face of the changes in China. Music critic Tang Junshan (1990:18) writes that 
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rock music is related to a doomsday sentiment that prevailed in times of 
societal changes: 
In an era of reform, those people who cannot classify their 
identities relied on rock music to express their boredom... It 
represents a social sentiment, a kind of quick-paced 
communication that spreads the doomsday sentiment. Much 
rock music expresses an appraisal of the impulse of wild life, 
as a reflection of the present and the future, and identified 
with the passion in the exotic destiny. A ghostly lifestyle 
prevails, a sense of helplessness emerges. Spiritual poverty 
leads to monotony in life, men fall into craziness in the lack of 
rationality, (translated by author) 
Another article by music critic Wang Yuanzhou (1993:18) also relates 
the changes experienced in society to the meaning and social function of 
rock: 
When a society enters a new era which takes as its basis the 
consumer market economy, this is a change from a society 
dominated by authoritarian ideology to a beginning of a 
society which is dominated by commercial culture and directed 
by mass media. Faiths like aspirations, beliefs, ethics and the 
pillars of tradition have been changed, lost, broken.... While 
rock music which enters China and which has become so 
popular, is in fact an indispensable effect hinged on the 
background of anti-mainstream culture; it is at the same time a 
liberation of thoughts, a mode of openness, (translated by 
author) 
At the same time, music critic Zeng Tianli (1993:11) views rock 
music as a channel for self-reflection as well as a criticism of the past. ‘ 
It can be said that the wave of popular music is for the first 
time in a hundred years a re-discovery of humanity by 
protesting against social malpractices like the obsolete, 
feudalism, ossification, hypocrisy etc. Billions of people 
participate in it, and through the channel of music searching 
for a kind of spiritual liberation to expose nakedly, view 
directly, express and to cry out, this is almost unthinkable in 
past musical history. 
It is against this backdrop of social and cultural tension that rock 
music in China is studied. Unlike other popular music in China, rock music 
is critical in spirit and articulates an alternative world-view, which 
constitutes themes such as love, romance, equality, courage and heroism. 
Due to its non-conformity with the official ideology in terms of style and 
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messages, it was driven into the underground with virtually no official 
media exposure. 
In this study, rock music will be examined as a cultural outlet 
expressing the identity of the people in relation to their political, social and 
cultural contexts. It will also be analyzed as a cultural tension due to its 
form as a Western product, which was often accused by the government as 
a sign of 'bourgeoisie liberalization' carrying negative impact on youth. The 
interaction between the government and rock music, nonetheless, is not one 
of domination and suppression by the party, but one of negotiation. While 
the government used all possible means to de-legitimize rock music, rock 
musicians and the audience have their own ways to counteract' resist and 
subvert the hegemony within the realm of rock and roll. 
13 
Chapter Three 
A REVIEW OF THE LITERATURE 
III . A REVIEW OF THE RELATED LITERATURE 
Three approaches to the study of rock music in China will be 
examined in this chapter: the culture industry approach, the liberal-pluralist 
approach and the technological approach. Each of these approaches carries 
a different focus and emphasis. The culture industry approach views music 
as a consumer product created by the commercial companies to earn money 
irrespective of the free choice and tastes of the audience. The liberal-
pluralist approach gives full power to the audience and listeners as it is 
assumed that no matter how commercialized the music is, when people 
consume, they have the free choice because the process of consumption is 
what they have chosen. This approach asserts that even if the people don't 
know a particular kind of music, they can still use it and consume it 
according to their own free will and tastes. The technological approach 
touches on the debate of whether technology can liberate the consumption 
of music, or is it only a tool for the ones in power to further control the. 
minds of the people. 
These three approaches are pertinent to the study of rock music in 
China. The application of these approaches in a non-western context may 
broaden the perspective on the subject. For example, the culture industry 
approach which stresses the control of the production of music by the 
culture industry may not be valid in the case of China; on the other hand, 
neither can the liberal-pluralist approach answer fully the constraints rock 
music faces in China. Moreover, since technology now pervades each 
process of the production of music, it is significant to understand to what 
extent the production of rock music in China might liberate or constrain the 
consumption and production of rock music. 
s 
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A. The Culture Industry Approach 
The term 'culture industry' is derived from the essay "The Culture 
Industry: Enlightenment as Mass Deception" written by Adorno and 
Horkheimer (1989: 120). The term has gained extensive use in reference to 
industries which produced films, popular music and other entertainment 
forms. Here, it is used as an umbrella term to include those various aspects 
concerning how the organization and interaction of these 'culture industries' 
affect the production and reception of popular music. 
The critical scholar Adorno conceptualized popular music as a 
'standardized' product of the 'administrated' culture industry. Culture is 
organized in a bureaucratic and industrial manner, contrary to the 
traditional German concept that "culture is opposed to administration" 
(Adorno, 1991: 93). Values operating in a bureaucracy are applied to the 
production of popular music: "precision, speed, clarity, documentary ability, 
continuity, discretion, unity, rigid subordination, reduction of friction and • 
of material and personal expenses" (Adorno, 1991: 95). Such a rationalistic 
operation delegates artistic production as not rooted in the artists' creativity 
and subjectivity, but is associated with how artists conform to company 
policies and expectations of the institution. Adorno views such a production 
of culture problematic as he holds a different perspective on culture: 
Culture would like to be higher and more pure, something 
untouchable which cannot be tailored according to any tactical 
or technical considerations.... Culture is viewed as the 
manifestation of pure humanity without regard for its 
functional relationships within society (Adomo, 1991: 93). 
In Adorno's view, those authorities at the top of the industry are 
businessmen who cannot understand the artistic production conducted 
lower in the hierarchy. And due to their preoccupation with the 
maximization of benefits and minimization of risks, 'standardization' 
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becomes the norm in the production of music. Musical styles or genres 
which command great popularity are mass produced and standardized in 
order to meet the audience' tastes. That is why he regards the technique of 
popular music not in its 'internal organization', but in its exchange value 
through 'distribution and mechanical reproduction'. 
The cultural commodities of the industry are governed.... by 
the principle of their realization as value, and not by their own 
specific content and harmonious formation. The entire practice 
of the culture industry transfers the profit motive naked onto 
cultural forms. (Adomo 1991:86). 
While music is produced in an industrial manner, it loses it 
spontaneity in production when anything that is 'uncontrollable, 
unpredictable, incalculable' is deprived by the planned production without 
consideration of anything new, which has not been foreseen by history. The 
result is that 'mass-produced articles' are molded into objects more or less 
the same (Adomo, 1988: 125). 
Believing that the mechanical production of music will not produce 
any music that is unique, its components or details can then be substituted 
like a 'cog in a machine' (Adorno, 1990: 303). Everything is made as if there . 
were a magic formula to follow, defying heterogeneity and creativity in 
production. 
These techniques are kaleidoscopically mixed into ever-new 
combinations without there taking place even the slightest 
interaction between the total scheme and the no less schematic 
details (Adorno, 1988: 124). 
Adorno takes the example of jazz which he regards as a form of 
"pseudo-individualization" lacking in authentic creativity. Though jazz 
seems to have its individual character through expression in the forms of 
improvisations, Adorno notes that it improvises only within a certain 
framework constrained by the chords and the harmony. 
Such standardization of musical products also has its impact on 
listening to music. As it paves the way for easy listening, concentrated and 
\ 
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structural listening no longer rules whereas hearing becomes 'atomistic' 
when it assumes a 'fetishistic touch' which concentrates in waiting for 
'specific elements, for supposedly beautiful melodies, for grandiose 
moments' (Adorno, 1967: 7). 
Even novelty is 'standardized' in the way that music should appear 
new to the audience, yet they should not deviate much from the 
conventions. The aim is to encourage the audience to buy new products 
with a familiar style. 
Under this standard tailoring, the audience becomes 'conditioned' to 
listening to whatever is offered, as 'familiarity' becomes the 'surrogate for 
the quality ascribed to it' while individual taste no longer is deemed 
important (Adorno, 1991: 26). Adorno viewed such a 'regressive' listening 
as a consequence of the exploitation by the culture industry, which viewed 
consumers as objects of marketing rather than as subjects. The audience 
loses its ability than to resist and rebel, receiving information without a 
struggle. 
Adorno viewed the domination of culture by the industry as one of ‘ 
'anti-enlightenment' in which the people lost their autonomy and 
subjectivity. 
Enlightenment, that is the progressive technical domination of 
nature, becomes mass deception and is turned into a means 
for fettering consciousness. It impedes the development of 
autonomous, independent individuals who judge and decide 
consciously for themselves" (Adorno, 1991: 92). 
Notwithstanding that Adorno's conception of popular music was 
based on the musical scene in the 1930s and 1940s, the music industry 
nowadays remains industrialized and rationalized, and the issue remains. 
The culture industry is nowadays often described as an organization 
of 'gatekeepers' who select and filter the information before distributing it to 
the public. It is assumed that the listeners receive what the music industry 
offers. The industry is mediated by an abundance of 'filters' between the 
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managerial level and the audience, who include the PR men, managers, 
record producers, sound mixers, sound engineers, talent scouts, etc. The 
company decisions at the top are mainly financial: the main consideration is 
"How much is the act going to earn?" (Frith, 1978: 104), while the manager's 
task is to get his or her client the highest price and to protect a star from 
exploitation. In the 1970s, there were managers and producers who 
organized bands and decided everything for their musicians. Sometimes, it 
was the musicians who worked for the manager rather than the opposite 
(Frith, 1978: 105). 
Nonetheless, such a rigid control on musical creativity became less 
strict, becoming more cooperative than hierarchical. The company provided 
its facilities for the musicians to create an album, while rock musicians 
signed with the company to facilitate production. In the past, companies 
have had the main initiative in controlling what songs would be on a 
record, but musicians soon got more say. In the 1970s, as competition for 
rock superstars became intense, musicians had greater opportunity to 
exercise more power. 
With music technology becoming cheaper, the musicians also gained 
greater access to the production of music. Edward Kealy (1990) has 
chronicled how sound mixers passed through three stages: from the craft-
union mode to the entrepreneurial mode and then to the art mode. In the 
late 1940s, craft unions were the mode of organization. The sound mixers 
composed a special guild of their own, as professionals who were highly 
technical and powerful in deciding the sound of music and the artists had to 
take their hands off technology during this period. But with the reduction of 
studio costs and the introduction of much simpler technology, this 
encouraged the rise of small entrepreneurs in the 1950s and 1960s. These 
studios catered to smaller or local audience. Singers previously discarded by 
the major corporations were employed by these small companies. It was in 
( 
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such a period that rhythm and blues and rock and roll music, which were 
not produced by the major labels, came to prominence. Advances in 
technology such as multi-track and tape recording in the 1960s further 
facilitated the coming together of artists and the sound mixers. Rock 
musicians took the initiative to work with sound-mixers, as well to record 
their own labels. As a result, power could no longer be totally controlled by 
the culture industry. Technology on the other hand, liberated the use and 
production from the hands of technicians or managers into the hands of 
artists. 
In this way, one could say that the relationship between artists and 
the company is hardly a one-way manipulation and domination as 
conceived by Adorno, but it can be interactive, dynamic and flexible: 
The rock culture assumption that the relationship between 
record-company-as-capitalist and musician-as-artist is 
essentially exploitative became more and more difficult to 
maintain (Frith, 1978: 110). 
Moreover, some might say that the 'autonomous gatekeepers', who 
operate beyond the control of the music industry, also determine what the 
people listen to. These gatekeepers include the disc jockeys and music 
critics for magazines, newspapers and other media. They constitute the 
'strategic checkpoints' which regulate what information and songs will reach 
the public. It is these professionals who determine what the listeners will 
hear and probably what they will buy. 
However, given the immense power that disc jockeys have on the 
exposure of music, their relationship with their audience is also reciprocal. 
They still have to play music that their audience like, or their ratings will 
fall and the audience will shift to another programme. 
Though public demand is such a spurious concept in the production 
of music. Frith (1978: 92) pointed out that the public is still an important 
consideration in the decision making of the music industry: 
< 
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The gatekeepers themselves make their decisions on the basis 
of what they think the public want, and they continue to 
argue that in the pop business music is made to meet 
demand: what the public consumes determines what gets 
produced. From this perspective the most significant 
"gatekeeper" is the consumer. 
This can be reflected in the overproduction of records in the music 
industry. Overproduction means that the industry cannot control market 
taste. They only overproduce to see what becomes popular after it goes to 
the market and infer from this popularity the market taste. 
The consumers are not cultural dupes but capable of making their 
own choices. Their needs are not, contrary to Adorno's view, totally 
conformed to what the culture industry offers. If the tastes of the consumers 
are not met by the homogenized products offered, the market might shrink 
or even go static, or spur an 'unsated demand', as reflected in the drop of 
sales figures and the proliferation of 'communal music' performed live 
(Peterson and Berger, 1990: 147). 
Moreover, monopolization is by no means total as exemplified by the 
history of the United States music industries in which the process is a cycle 
of consolidation and cooptation. Its development was an interaction . 
between the major corporations and the independent companies. Facing 
intense competition and shifting of audience tastes, the major corporations 
which did not produce rock and roll in the beginning had to coopt this 
popular genre, which was mainly produced by the independents, in the 
early 1960s. 
And despite Adorno's view that monopoly of the culture industry 
will induce a homogenization of music, history shows that this is hardly the 
universal rule. Peterson and Berger (1990) found that though the major 
music firms still predominated in the 1970-73 period, they did exhibit a 
degree of diversity and heterogeneity by a differentiation of products within 
the organization. An organization may have different departments catering 
for different audience, such as classical music, rock and roll, pop music and 
I 
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instrumental light music. This heterogeneity is built on market competition. 
Without competition, the choices of the audience will become much smaller. 
< 
Concerning the impact commercialization has made on the 
production of popular music, it has often been held as negative. Critics like 
to distinguish between folk and popular music. The former is often taken as 
a genuine form of cultural expression with its nature being a use value, 
while the latter assumes a commodity form in terms of exchange value. 
Rock music, despite often being cited as an authentic form of youth 
culture, was regarded as not genuine after being commercialized. Rosselson 
(1979) sees it as a product created by the 'money men' and appropriated by 
the market. Rock groups wanting to be successful must sign contracts in 
return for promotion to achieve stardom. Rather than being genuine music 
of its own, it was but part of the packaging of the product: "To achieve the 
correct image, hair may be cut, or allowed to grow long, sideburns shaved, 
names changed, clothes overhauled, teeth straightened. Women, naturally, 
are even likely to be remodeled in order to fit the stereotype" (Rosselson, 
1979:41). He further compared rock to folk music in respect of countering • 
the hegemonic power. Rock music, having been coopted into the market, 
lost its power to counter the hegemony. The lyrics are difficult to carry any 
messages clearly in an audible manner. To Rosselson, the commercialized 
rock is just trash lacking its poignancy in subverting the hegemony: 
Rock is a sound, its structure is predictable, its idiom is 
mindless. It is incapable of laughter, it is incapable of 
development. It inhabits an unreal world in which everything 
is for show. Deprived of the sharpness, the stimulus, the 
subtlety, the allusiveness, the explosiveness of words, rock 
relies on volume and repetition to generate excitement 
(Rosselson, 1979: 47). 
On the other hand, he has high respect for the struggling ability of 
folk musicians who are freed from the constraints of the culture industry. 
He cited the folk clubs in Britain as a source of strength just because no 
business interests were involved. Folk music could act as effective weapons 
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in times of conflict between workers and their employers. And the 
communication by means of folk song is highly valued: 
Communication is based on the spoken word rather than the 
shouted sound. Glamour and image play little part. Floor 
singers and audience participation are encouraged (Rosselson, 
1979: 48). 
Having a similar conception with Rosselson, commercialization for 
Cutler (1984) is something that should be combated. He perceived popular 
music a form of 'inequality and exploitation', its function being not to 
express for the community, but to 'persuade' the people to buy it (Cutler, 
1984: 291). The problem he is concerned with is how to counter the 
commercialization of popular music. This was realized in the two music 
groups associated with Cutler called Henry Cow and Rock in Opposition. 
The band Henry Cow is an exemplar of musical production that 
defies commercialization. They did not sign contracts with any companies 
and 'stopped looking for approval from the music press and the critics' 
(Cutler, 1984: 294). They did not even sell their music to the establishment. 
Later, the group Henry Cow was involved in initiating a co-operative called 
Rock In Opposition (RIO) in 1978. The group toured around many countries 
with its aim to combat cultural imperialism and commercial chauvinism of 
British and American hegemony. This was carried out by singing in their 
own languages rather than that of the American and English pop. Non-
American musical sources were also employed, these included national folk 
musics and other popular national forms. 
Amongst all these counter-commercializations, doubt is raised as to 
whether the culture industry is so manipulating and dominating that no 
alternative voices could be heard, and whether every cultural product 
commercially produced is conforming in character. 
In recent years, rock music has been associated with some political 
and social purposes, whereas to gain commercial success is not the only 
« 
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motive of musical performance or production. The song 'We Are the World' 
is a good example of songs written for the sake of raising funds for the 
starving Ethiopians (Garofalo, 1992a: 29). The Nelson Mandela Seventieth 
Birthday Tribute staged in 1988 at Wembley Stadium in London, which 
called for the release of the political leader, was an act contrary to the 
wishes of the British government. Being an ally of Britain, South Africa 
launched vehement protests against the British government. This showed 
how music could act functionally in its social context, even against the 
diplomatic policy of its own country (Garofalo, 1992: 5 7 ) . . 
Moreover, the style of music produced by the commercial sector is 
not necessarily obedient. Mary Margaret O'Hara's Miss America cited by 
Bloomfield (1993) is an example. The style is a negation of the conventional 
. pop songs. The vocal mannerisms of Mary Margaret is not found usually in 
music commodities which often carry a relaxing and 'crooning' style. This is 
how Bloomfield (1993: 18) describes her performance: 
Unlike the somewhat earnest efforts of most of her 
contemporaries, here the voice stutters, hesitates, consonants 
disappear and vowel sounds are distorted; then it slides, .. 
swoops and soars; words break apart utterly and the dynamics 
of the vocal line cancel the meaning of the verbal text. 
One can infer from this that it is very different from that of 'easy 
listening' as proposed by Adorno as the main purpose of popular music. 
Contrarily, it is far from standardized and does not adapt to the listeners' 
expectations. In Bloomfield's opinion, very few singers would want to 
render such an extreme performance which might scare the audience away 
(Bloomfield, 1993: 25). 
Turning to rock music in China, its style is very different from that 
of the officials' revolutionary songs or songs for the masses. The music of 
rock group Tang Dynasty is especially difficult to listen to: the voice 
sometimes shrieks, shouts, slides its tone up the scale, speaks rather than 
sings and even screams, while some songs of the rock singer Cui Jian are 
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rendered in a funky style, in which the words are sung in a hardly audible 
way. These rock commodities argue against the assumption that music 
produced commercially is lacking in meaning or conforming in character. 
This can be summed up by Garofalo (1987: 84) that "commercial success and 
artistic quality are not mutually exclusive, nor does commercialization 
necessarily preclude an artist from contributing to a culture of resistance." 
Despite the negative criticisms of music produced commercially, the 
commodity form is indispensable in the communication of music in a 
capitalist society. Rock music can only reach a wider audience with the 
support of the music industries, which provide them with studio recording, 
expensive electronic equipment and financial support. Commercialism in 
fact offers a life-line to Chinese rock music; without it, perhaps more rock 
bands would discontinue and probably disband, causing rock music to 
dwindle. And only with commercialism can the audience come closer to this 
type of music by listening to records. Undoubtedly, it is commercialism that 
helps to spread Chinese rock music beyond Beijing to other provinces 
throughout China as well as overseas. 
After all, although the economic factor remains an important 
component in shaping the production of popular music, it is not the only 
factor. The political, social as well as cultural aspects contribute to the 
production of music. It is too simplistic to grasp the economic level to 
explain the whole. This is especially so when some music does not emerge 
from within but outside the culture industry. For example, rock music is 
created not by the music industry, but by rock musicians themselves outside 
the industry. The culture industry approach does not offer a comprehensive 
view of the interactions between the different levels such as political, 
economic, social and the cultural. Since rock music is still a fledgling form, 
it is still going through the process of institutionalization as more companies 
began to invest in this genre. Unlike rock music in the West, rock music in 
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China did not have great media exposure nor the support of radio 
dissemination. Therefore, the factors that tend to standardize popular music 




B. The Liberal-Pluralist Approach 
The audience have a more active role in this liberal-pluralist 
approach. Free choices are available and stressed, in contrast to the culture 
industry approach which views the audience as cultural dupes being 
exploited and manipulated by the industry. Consumption is regarded as 
creative and liberal. Willis (1990: 60) argued that the consumption of music 
is an active process which requires value judgements. It is an 'exercise of 
critical, discriminating choices'. Also, the audience can use the music for 
their own 'imaginative purposes and to generate their own particular 
grounded aesthetics'. 
The importance of individual choice can be exemplified by the 
musical tastes of motorbike boys in Britain (Willis, 1990). Their taste was 
very selective and the music they preferred posed a homological 
relationship with the values they upheld. They chose rock ’n' roll produced 
in the period between 1955 and 1960 because they regarded music in this . 
early period as more authentic compared to music produced later. Their 
favorites were Buddy Holly and Elvis Presley. While they identified with 
masculinity, they preferred rock music that shows no submission and has 
an optimistic confidence towards the future. There is also a homological 
identity between the image portrayed in music and their lifestyle. The 
image of masculinity in their preferred rock music has much to do with 
their 'rioting, fighting, and seat slashing in the movie theatres' (Willis, 
1990b: 46). The strong beat and rhythm of rock music is parallel to their fast-
riding. Their preference for singles to albums was pertinent to their highly 
mobile lifestyles which the former allows an exact selection of songs, while 
the latter is more suitable for those who have the time to listen seriously to 
a whole list of songs. Their discriminating selection attests to the fact that 
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individuals have an important role in investing their values in cultural 
forms, which might not be manipulated commercially. 
This freedom of choice is moreover corroborated in how people 
invest in rock music their pleasure as well as protest, both of which have 
received the most attention in the study of this music. In the study of rock 
music, pleasure tends to be sensuous, sexual and physical. Dancing to rock 
music constitutes the arena where the body and sexuality find their place of 
expression. Boys and girls meet on the dance floor, attracting each other 
and showing their physical skills in dancing. Girls, while, flirting with the 
boys with their dress and make-up, also enjoy the pleasure of dancing for 
themselves (Frith, 1978: 20). In fact, rock and roll's emphasis on strong beat 
and erotic passion is meant to be felt by the body rather than cool minds. 
As Frith (1978: 20) put it: "Rock ’n’ roll faith is faith in the music's black 
elements, in its sense of performance, its physical energy, its directness, its 
vocal and rhythmic techniques". 
The consumption of rock music can at the same time be a negation 
of the authoritative and repressive setting of the working place. Working is 
the opposite of pleasure itself; in Frith's words (1978: 265), it has to do with 
'displeasure/pain/reality', which explains the bohemian tradition in rock of 
avoiding work as a way to protest the dominant work ethic. 
Rock music is the music for youth, or the symbolic outlet for one to 
escape and relax as symbolizing a form of rebellion. Youth is a period of 
transition to adulthood, facing many dilemmas: job and education, family 
and lovers. While adolescents are growing more conscious of the social 
environment, they are not able to fully deal with it. Rock music thus offers 
a channel for them to re-assert the self, something they can control, and yet 
represents something different from their parents, authorities and the 
school. Frith (1978: 265) finds the significance of rock in the life of youth in 
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its being used 'simultaneously as a form of self-indulgence and individual 
escape and as a source of solidarity and active dissatisfaction'. 
This simultaneous paradoxical affection is echoed by Grossberg's 
conception of the potential of rock music to 'encapsulate' and 'empower' the 
audience as well as drawing up boundaries: "This practice of critical 
encapsulation divides the cultural world into Us and Them ....it still 
functions as one way in which we mark our difference from others, 
especially from what is considered the straight, adult, or boring world" 
(Grossberg, 1992: 163). In this way, rock music is invested with an identity 
in which the youths identified, and this image and identity is different from 
that of the authorities. So, rock music is represented as a way to 
'encapsulate' the same minds, and segregate them from the others. As 
Grossberg (1984: 234) summed up: 
Rock and roll is an insider's art which functions to position its 
fans as outsiders. This 'encapsulation' may sometimes be 
produced through ideological representations which either 
explicitly attack the hegemony or define an alternative identity 
for those living within its affective alliances. 
Moreover, Grossberg sees rock music as producing a 'network of 
empowerment’（Grossberg, 1984). It draws people together which in turn 
constitutes a powerful social force. This could be seen in rock's relationship 
to politics, protest and rebellion. The lyrics may not have any explicit 
meaning of opposition and deviance, but Grossberg (1984) claimed that the 
power of rock lies in its affective expression. Such an 'affective alliance' 
could be found in the moving scene during the student democracy 
movement in China in 1989. Students and workers marched along Chang-
an Avenue singing the 'Internationale' and the national anthem 'March of 
the Volunteers'. This chorus symbolized a sense of solidarity as well as an 
uplifting spirit. Its affective character helps to build a collective spirit though 
the song was not composed for the occasion. 
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In fact, rock's meaning is polysemic. Rock and roll is something that 
lives in the everyday life of the audience. Meaning is not merely inherent 
and intrinsic in the music alone, but carries extra-musical meaning 
delineated by the audience who bring in social contexts that ground the 
meaning of rock music. Rock and roll is not a universal category in terms of 
meaning, its meaning shifts as the social and cultural context alters. This 
view takes into consideration that every place has its own history of rock 
music, its own unique relationship between the audience and the music, as 
well as the existing possibilities which confine how rock music is consumed 
and experienced. In the consumption of rock music, there is no single rule. 
Some listen to the lyrics, some to the melody, some to the beat, while 
others only listen to it in a casual manner, using it as background music 
while preoccupied with other matters. 
Take the case in Italy: rock music is invested with the organization of 
politics as well as the youth's determination to assert their power and 
strength. During the 1970s, choosing rock music as an individual taste in 
Italy was at the same time a political choice, in which such a choice was 
more important than the music itself: 
This is to say that the choice was made less on the basis of the 
immediacy of personal taste and more according to the 
continually debated criteria of an affinity between a common 
political and social ideal and a particular artist or record (Fiori, 
1984: 269). 
Rock festivals and rallies had become the occasion for political 
debates among the young people, which took them into active political life. 
Besides politics, rock music to the Italian youths was something to do with 
liberation and asserting their own control. Rock fans refused to buy tickets 
at a concert by Led Zeppelin in 1971, which incited violent incidents (Fiori, 
1984: 269). The youths regarded rock music as something that belonged to 
them, not something they should pay for. 
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Notwithstanding the popularity and appeal of rock music, most of 
the Italians had little knowledge about this music which was imported from 
America, including songs by singers such as Elvis Presley, Pat Boone, the 
Platters and Paul Anka. Whereas few knew how to dance to rock, even 
fewer could understand the lyrics of the songs. What made an impression 
on the listeners was the 'self-confidence and exuberance of the performers' 
(Fiori, 1984: 263). The aesthetic experience of rock music in Italy in this 
sense was very individual in character. Nonetheless, this is how rock music 
from the West was translated across cultures. In this way, the Italians 
Vested them with extra meaning, translating them in terms of their own 
culture and their own experience (Fiori, 1984: 264). 
In China, rock music was also 'transformed into one of their own'. 
Rock has become much politicized, as the government has marginalized this 
form of music and has occasionally banned concerts of singers without prior 
notice. The hampering on rock music by politics has influenced the 
interpretation of rock music in China. It is regarded as something rebellious 
and yet chaotic. But far from the case in Western countries in which rock 
music is associated with political activism, political constraints in China 
render this impossible. So, the consumption of rock music is confined to the 
social and cultural contexts in China. 
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C. The Technological Approach 
Technology is a factor crucial in every facet of production and 
consumption of rock music: electric guitars, amplifiers and synthesizers 
compose an indispensable part in its creation; magnetic tapes and compact 
discs form the main recording material; and rock music is consumed by 
means of the radio, recorder or walkman. 
The potential of technology carries great impact: with its penetration, 
traditional music might be threatened or even transformed. In Tunisia, the 
synthesizer was programmed to emulate the sound of the local bagpipes in 
the late 1980s. When this sound was mixed with the recording of the 
natural one, different tonal qualities were created which would not be 
experienced in normal conditions (Wallis & Malm' 1984: 273). In China, 
electronic technology gives new meaning to Chinese instruments and folk 
music. Revolutionary songs such as "Nanniwan" and the "Internationale" 
were set to rock accompaniment. Chinese instruments such as guzheng (a 
type of Chinese zither) and dizi (the sound similar to a flute) were 
incorporated into rock music by means of amplifiers without the sound of 
these solo instruments being muted by screeching electric guitars and 
thumping drums. 
There is much debate on the nature of technology, regarding 
whether technology liberates or constrains the perception and conception of 
art. The liberal standpoint asserts that technology allows more control over 
the production and use of music. It is true that when Natalie Cole sang 
"When I fall in love" with her late father Nat 'King, Cole by means of 
multitrack recording, it sounded as if they were singing at the same 
moment. Mongolian rock singer Teng Ge'er's song "Mongolia is good" [18] is 
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a montage of different soundtracks from different spaces and times: the 
music is mixed with a television news broadcast, a conversation between 
the characters of father and the son. This echoes Innis’ conception that 
technology possesses the potential to extend meaning not only in terms of 
time but also in space (Carey, 1989). 
In his famous essay The Work of Art in the Age of Mechanical 
Reproduction, Benjamin (1970) saw the technology of mass reproduction as 
the means to liberate art from its ritual and traditional perception. In the 
past, art was "auratic" because interpretation was determined by a few. 
With advances in technology such as photography, meaning can now be 
created within the experience and subjectivity of the audience. Autonomy 
from total control is thus gained by technology. The distance between art 
and the audience narrows. 
In the production of rock music, Wicke conceptualized the role of 
technology in liberating rock music by making it a "collective" one: 
Rock is a collective means of expression, to which the 
individual musician can only contribute in a collective activity 
with others, with technicians, producers and, of course, with 
other musicians (Wicke, 1991: 15). 
In fact, rock music requires a division of labour in its production and 
performance. Viewing the conditions of rock bands in China, rock music is 
hardly a one-man product, requiring a specialization of tasks, such as one 
member playing the electric guitar, another playing keyboard, and another 
as a singer or percussionist. 
“ T h i s "collective" viewpoint is echoed by Cutler (1984) who regards 
the technology of multi-track recording as equivalent to the folk form of 
musical production, which takes spontaneity and collectivity as its nature: 
Music can be assembled both vertically and horizontally over 
time, molded and remolded. Tape runs forwards, backwards 
and at many speeds. It can be cut up and glued together. 
Moreover, recording is a medium in which improvisation can 
be incorporated ™ or transformed through subsequent work ~ 
into composition (Cutler, 1984: 287). 
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Technology also brings the transformation of its reception. Wicke 
claimed that mass production liberated the reception of rock music from 
individuals to the mass (Wicke, 1991: 233). The reception of rock music 
becomes a socialized form of collective experience. Rock music can only 
make sense with its meaning related to others. Standardization of reception 
also helps contribute toward a common experience and identity. 
And as technology grows relatively cheaper and easier to control 
with those do-it-yourself technologies, it shifts the power of the music 
industry or state bureaucracy to the hands of the public. In the late 50’s, 
when rock and roll was still strongly disapproved of by the Kremlin, the 
Soviet-bloc youths used X-ray plates to record rock albums smuggled from 
the United States and Great Britain, while rock singers recorded their own 
songs onto reel-to-reel tapes for mass reproduction and consumption 
(Ryback, 1990: 32-49). Due to this, technology is a potential instrument for 
diversifying uses as well as countering the hegemony. 
Nonetheless, such a view of technology is only half of the story. 
Technology may be regarded as a tool to control people's minds. Mowitt 
(1987: 176) stated that the perception of music is controlled beforehand by 
means of recording: it "organizes the experience of reception by 
conditioning its present scale and establishing its qualitative norms for 
musicians and listeners alike, then the conditions actually precede the 
moment of production". In other words, the listeners' perception is pre-
determined, while their own subjective perception is discarded. According 
to Mowitt (1987), listening is then replaced by looking in which the latter 
has a sense of immediacy and iconicity structured by the social process of 
acquiring knowledge. This perception is the basis for a collective memory 
subject to social control. Who gains control of the technology also controls 
social minds, as Jacques Attali (1985: 87) writes: 
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Recording has always been a means of social control, a stake in 
politics, regardless of the available technologies. Power is no 
longer content to enact its legitimacy; it records and reproduces 
the society it rules. Stockpiling memory, retaining history or 
time, distributing speech .... Possessing the means of recording 
allows one to monitor noises, to maintain them, and to control 
repetition within a determined code. 
Such a control of minds spurs regression in listening. Adorno refers 
to the form of phonograph as a "two-dimensional model" of a reality which 
is "displaced both spatially and temporally" (Adorno, 1990b: 57), which 
renders its comprehension and interpretation problematic. The 
gramophone becomes an apparatus which confines people to their private 
life --- "the gramophone belongs to the pregnant stillness of individuals" 
(Adorno, 1990b: 50). The audience in this sense are passive. To use 
Adorno's concept of "pseudo-individualization", the audience are imagined 
to understand the personality of the singer by means of understanding his 
or her songs through the phonogram. 
Besides, technology is identified with "stardom, commerce and 
manipulation" (Frith, 1986: 265). In Frith's words (1986: 264), "Microphones 
enabled intimate sounds to take on a pseudo-public presence, and, for the 
crooners' critics, technical dishonesty meant emotional dishonesty — hence 
terms like 'slushy'". And the sound out of technology might arouse 
discontent if the audience does not identify with it. When Bob Dylan used 
electric guitars instead of the acoustic one, he alienated his audience. The 
folk audience regarded this as a sell-out as they did not identify with the 
sound of electric musical instruments which were regarded as 
commercialized (Jones, 1992: 61). 
Wallis and Malm (1984: 278) claimed that the expensive costs 
incurred by technology to produce music viable in the market has subjected 
music to increasing professionalization and "mediazation", which means 
adapting music to the expectations of the mass media industry. The music 
industry under competition needs greater investment and more complex 
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technology, which spurred new economic dependence of music on the 
industry by acquiring sponsorship for production and dissemination of 
music. Rock singers in China, in order to acquire means of support, often 
turned to outside producers such as those in Taiwan and Hong Kong, who 
in turn might incorporate new rules for producing for a different market. 
Albums by rock singer Teng Ge'er released by a Taiwan music company 
found songs written by Taiwanese composers other than by Teng himself. 
In this way, musicians serving another market will be very different from 
serving a local market; at least the songs will have to cater to much broader 
tastes. 
Considering the two technological perspectives, the liberal view is 
closer to the role of technology in China's rock music. The liberating 
perspective is more applicable in the sense that technology is a means for 
underground rock music to communicate and disseminate their own music 
through an alternative framework. It can at the same time provide rock 
music the power to counter the hegemony. 
Nonetheless, a technological perspective alone is far from adequate 
in analyzing rock music. Cutler (1984) points out that external factors such 
as political and social contexts are equally important in determining how 
technology is used and consumed. In the case of China, many rock bands 
remained underground with no opportunities to release albums because the 
country's rock music market is still in its infancy and the political 
environment did not encourage this musical style. Therefore, technology 





THE THEORETICAL PERSPECTIVE 
I V . THE THEORETICAL PERSPECTIVE 
Most of the theoretical approaches reviewed above carry the 
assumptions of a free capitalist economy and a democratic state. The culture 
industry approach portrays the industry as operating freely without 
intervention, manipulating market taste. The liberal-pluralist approach 
describes the autonomy of the people who are free from objective 
constraints. The technological approach places technology in a role of 
liberating people's perception through mass production. Employing any one 
of these perspectives is inadequate to understand the more complex 
situation of rock music in Communist China. Although the music industry 
is now opening up to private enterprises, the state still holds the greatest 
power. The largest record enterprise, China Records Company, is still state-
controlled. Any issuing of albums or staging concerts still requires state 
permission. The consideration of bureaucratic forces may be far more 
significant in China than in Western countries. 
In this study, a dynamic and multi-disciplinary approach will be 
adopted. To use the Gramscian concept of 'hegemony', which means 'rule 
by consent' (Hyug, 1991: 127), culture is a process of negotiation rather than 
domination, consent rather than manipulation. The hegemonic center is not 
all powerful, but is continually interacting with other forces to maintain its 
legitimacy and the status quo. This is especially applicable to China after the 
opening up of the market, as the market allows the participation of the 
people as well. At the same time, the loss of control by the hegemony in 
ideology is corresponding to a crisis in legitimacy. With the passage of time, 
Marxism-Maoism no longer commands the faith of the people, who see that 
the corrupt government is reaping the benefits while they are not. Urban 
dwellers are more likely to experience corruption and consumerism than 
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Utopian communism. When the elite "fails . . . t o obtain the consent of the 
broad masses when it is no longer leading the economy' or the masses have 
become 'detached from the traditional ideologies and pass from a state of 
political passivity to a certain activity", a crisis of hegemony results (Hyug, 
1991: 137). The situation in China now is very much similar to that crisis of 
legitimacy. 
And while competition in the political sphere is still prohibited, the 
government cannot assume total control, as a consequence alternative views 
began to be expressed through a multitude of cultural forms rather than 
political activities. 
In line with Gramsci's conception, Williams (1981:204) distinguishes 
three types of cultural production forces: the 'dominant', the 'residual' and 
the 'emergent'. The 'dominant' force mainly represents those ideological 
institutions and forms operated by the state. By 'residual', Williams means 
those works "made in earlier and often different societies and times, yet still 
available and significant" as they are "kept available by certain groups.. .". 
Here, we can cite the example of revolutionary songs in China. They are 
products of the past, and yet these songs remain significant as an 
ideological art form supported by the Communist Party. The 'emergent' 
forces represent "work of various new kinds," which always try to "move . . . . 
beyond the dominant forms and their socio-formal relations" (Williams, 
1981: 204). Some of these innovations are adjusting in character while others 
are disturbing to the hegemonic power. 
Rock music in this study is classified as an 'emergent' cultural 
production force. Rather than conforming to the dominant ideology, it 
deviates from it and embodies new values and meaning. It is a realm of 
negotiation in which anti-hegemonic strategies are carried out in all aspects. 
These strategies are not uniform in character, they are sometimes resistant, 
adaptive, oppositional or cooptative. 
s 
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Before looking at the process of negotiation, one must first 
understand the social reality constructed by rock music in terms of how it 
relates to the conditions in China and how it deviates from the ideological 
discourse. As a cultural text, rock music is not merely an objective form for 
the sake of exchange and commercial exploitation, it articulates a social 
construction of reality which is closely related to the social and subjective 
world. In the words of Johan Fornas (1990: 298): 
Popular music is affected by and participates in the process of 
evolving ethical values and ideologies, and relational 
structures of solidarity and sociality. Pop song lyrics, forms of 
music-making and aesthetic value systems all reflect changes 
in the collective norms and inter-personal relations of a 
society. 
Together with this, rock music forms an objectivation of subjective 
identities, it manifests people's emotions and feelings within the social 
world. One objective of this research is to study how an alternative social 
reality constructed within the narrative text is associated with the social 
reality of contemporary China. 
On the other hand, as an 'emergent' form, the style and lyrics of 
rock music constitute a disorder and challenge to the official ideology. 
Therefore, the production of rock music in China is very much political, 
while 'politics is the means through which control is asserted and alienation 
overcome' (Sederberg, 1984: 7), rock music in China saw attempts by the 
government to control and marginalize this form of 'alienation'. 
In response, rock music is a contested realm counteracting 
marginalization by counter-hegemonic strategies which can be found in four 
aspects: the textual, technological, economic and the audience. 
On the textual level, meaning rests in two dimensions: the textual 
meaning within and without. The text within can be a realm for negotiation 
because it is filled with semantic possibilities. Reference to objects can be 
drawn from allusions and metaphors rather than stating the obvious. It is 
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stated that the 'text presents the reader with a "field" of possibilities and 
leaves it in large part to him or her to decide what approach to take' (Eco, 
1989: X), while ambiguity in meaning allows more spontaneous 
interpretation and information. 
Textual strategies such as subtle rhetoric and metaphoric usage of 
words are employed to avoid making direct political statements. These can 
be illustrated by the New Song movement in Latin America. The movement 
spread over Chile and Uruguay emerging in solidarity to voice 
demonstration against aggressions on Latin America while identifying with 
democratic forces. The movement, due to its counterhegemonic position, 
was repressed by the authoritarian government. Despite this, the musicians, 
avoiding direct attacks on the government, "use words calculatedly" by 
giving poetry "a greater force and suggestiveness" (Matta, 1988: 453). In 
response, Matta describes the singer-author as walking "the razor's edge 
between poetry and pamphlet" in denunciating the governments (Matta, 
1988: 450). Hungary faced a similar situation before the collapse of the 
Communist Party in 1989. Due to the frequent censorship of popular 
musicians, Hungarian musicians employed counter-strategies in their texts: 
Not only marginal but a great number of mainstream 
musicians resorted to double entendres in their songs as a 
poetic and political strategy to avoid confrontations with the 
gate-keepers of the radio, the television, or the record 
company, themselves subject to political control (Szemere, 
1992: 97). 
Meaning outside the text is equally significant in understanding rock 
music in China. Here, a symbolic interactionist approach can be applied 
(Denzin, 1989 &1992). This approach addresses how people act towards 
rock music based on the meaning they have for it, and how the meaning of 
rock is constructed in the process of social interaction as well as in what 
ways the meaning of rock is modified and accumulated through such an 
interactive process. Taking into consideration the social event, the social 
� 
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situation and the meaning behind the social act, meaning is actively 
constructed through this process. 
At times the meaning of rock music may not be political or counter-
hegemonic, but when the music extends beyond its inherent meaning and 
is involved in a political context, it becomes oppositional and political. At 
other times, the context in which the music is composed is not related to the 
new context in which the music is consumed, but the music is laden with 
additional meaning after recontextualizing it in social events. The national 
anthem "March of the Volunteers" was sung by the marching students and 
workers in protest of the corruption prevailing in the government: this song 
gave the marchers spiritual support and a sense of collective spirit rather 
than emphasizing the anti-imperialistic attitude which was its original 
intention. 
Grossberg's (1984: 232) concept of 'excorporation' can be used as a 
strategy here. Rock and roll 'excorporates' by removing "signs, objects, 
styles, etc. from their apparently meaningful existence within the dominant 
culture and relocates them within an affective alliance of differentiation and 
resistance." An object 'excorporated’ means that it is 'treated as a fragment 
without meaning, history or feeling' (Grossberg, 1986: 60). When the 
revolutionary songs 'Nanniwan' and the 'Internationale' are set to rock and 
roll accompaniment, the feelings and emotions within the original texts is 
'excorporated', which drew criticism from the official press. Another form of 
'excorporation' traditionally favored by the Chinese, is to use traditional and 
historical stories and narratives to refer to the present. Cui Jian's song "The 
New Long March" portrays the hardships and courage members faced in 
participating in the historical epic, but its perception is much different in the 
contemporary situation of China. The "New Long March" is no longer the 
historical one, but refers to the reform after 1978 which Deng Xiaopeng once 
coined as "New Long March" (Chong, 1991: 60). 
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As a consequence, meaning does not merely reside in the text, but 
can be 'excorporated' and recontextualized with new meanings. How people 
consume and use music is very difficult to predict and control. Therefore, 
the text constitutes one of the realms of counter-hegemony. 
On the technological level, music technology is viewed from 
Benjamin's perspective of liberating human perception from traditional and 
ritual definition. Technology also gives the musicians autonomy to produce 
as well as distribute their own music. 
On the economic level, the market remains a battlefield for rock 
music in China. After China adopted a market economy, private enterprises 
emerged which allow more space for cultural activities. Rock bands in 
China might play in bars and cafes, and these performances usually 
constitute an important financial support for them to survive. While the 
state remained unsupportive of rock music, foreign private companies from 
Taiwan and Hong Kong were permitted to contract with indigenous rock 
singers, thus opening up a channel for them to produce albums. The 
economic potential of rock music is also a bargaining power with the 
government. Most rock concerts in China are charity concerts for the sake of 
fundraising for the government. These concerts benefit both: money raised 
in the concerts go to the purse of the government; at the same time it is an 
opportunity for rock singers to enlarge their audience and listeners, while 
enhancing their legitimacy in the eyes of the Party. 
Lastly, the consumption of music by the audience is difficult to 
control. The audience may use rock music as a realm of body pleasure, 
which is considered unethical under the socialist state. People can dance 
and shake their bodies or sing. In concerts, the waving of hands and 
singing together of the audience under the watchful eyes of the police 
counteract the disciplinary oppressive world in which the fun and pleasure 
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V . METHODOLOGICAL APPROACH TO STUDY 
Following this framework, the research would be guided by two 
major questions which are pertinent to Gramsci's concept of negotiation in 
the cultural sphere. First, what are the messages portrayed in the lyrical 
content of rock music? Second, how is rock music related to hegemony? 
A. Content Analysis of Lyrical Messages 
In response to the first question concerning the messages conveyed 
by rock music, lyrical messages would be examined by means of content 
analysis. 
1. Method 
The method employed to examine the messages of rock music is 
qualitative and dramatistic in character. The lyrics of rock music serve as a 
narrative text for the construction of reality. To borrow Chesebro and 
colleagues' framework (1984: 119), these constructions involve "a mutual 
decision to endorse, reject, or ignore certain kinds of situations, roles, 
modes of interaction, behavior, values, beliefs, attitudes and objectives or 
purposes." Social relationships are delineated through the feelings' thoughts 
and action of the characters in their interaction with the objective 
environment. The meanings of these social relationships are found in the 
social and cultural context which serve as the basis of the social interaction 
of everyday life in China. Though the lyrics arise out of the subjective 
minds of the writers and composers, they do have an objective aspect. 
Themes are not confined to one rock band or a single song, but certain 
themes are recurrent across bands and styles. 
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2. Data 
The data base relating to the first question comes from two sources: 
primary and secondary. 
The primary data are the rock songs and records of Chinese rock 
music. To collect rock songs in China is particularly difficult. One reason is 
that many of the rock songs, though already popular and known to their 
fans, remain underground without wide dissemination through the mass 
media, and other rock songs are performed in public without being mass 
produced in the form of cassettes or compact discs. It is almost impossible 
to figure out the total number of rock songs written and produced 
throughout China. 
To attempt to select the most popular rock records and songs, 
popularity is indicated by entries in the officially recognized billboards and 
charts. The songs analyzed in this study are taken from the rock records 
which were entries in the Chart of the Best Cassette This Month {Benyue 
Juijie Luyindai) and the Billboard of Sales of Cassettes {Luyindai Xiaoshou 
Paihangbang), which are published in the official daily Renmin Ribao. 
However, there are limitations with the sample. Though the Chart of 
the Best Cassette This Month was first published in December of 1988, it 
only continued for three months. Thereafter, there were no charts or 
billboards indicating the sales of recordings until another chart Billboard of 
Sales of Cassettes was published in October 1992. From these two 
indicators, there were a total of six rock recordings gaining entries, which 
comprised 56 songs. 
To select songs during the period of vacuum with no charts 
indicating popularity in 1990 and 1991, I needed to resort to other 
indicators. A singer's exposure in the magazines and newspapers, as well as 
the frequency of staging concerts might indicate one's popularity. During 
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1990 and 1991, rock singer Cui Jian could be said to be the most popular of 
all rock musicians. His album "Rock on the New Long March" was released 
in 1990 by the China Tourism Audio-Visual Publishers and another album 
"Solution" was also released by the China North Light Audio-Visual Arts 
Publishers a year later. His songs had aroused vehement debate and 
controversy in newspapers as well as magazines, especially the song "I 
. Have Nothing" and "A Piece of Red Cloth". His notability won him the 
opportunity to stage charity concerts for the 1990 Asian Games. Given that 
the chart entry "Cui Jian's Beijing Concert Live" in August 1993 also 
included some of the songs in his two albums, there is reason to believe 
that the two recordings would have been on the chart if the charts were 
continued to be published within the period. Therefore, the two albums 
would also be included in the sample. This brings the sample to a total of 62 
songs (rock songs overlapping across different albums are not counted). 
Of these eight albums, five of them could be bought in Hong Kong. 
[19] However, the Hong Kong versions were different from the Chinese 
versions, in which some songs are omitted and censored. For example, the 
song "Internationale" which was included in the Hong Kong album "Tang 
Dynasty"[20] was omitted in China's version[21], while the song "Don't ruin 
it" in the album "Black Panther", which talked about war and peace, was 
also dropped in the album selling in China. [22] To address this discrepancy, 
the rock songs in the sample are based on the versions sold in China.[23] 
Since the lyrics of the rock songs in China are mostly in Chinese, 
these texts were translated for this study. Some of the translated texts in 
this paper are quoted from books, magazines and journals, while the author 
has translated the remaining lyrics of the rock songs. The information about 
the artists, composers and lyricists, and the album's name is cited in the 
notes at the back. 
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The secondary data consist of background information and analysis 
of rock music from magazines, journals, newspapers and books. These 
magazines are mostly published by the mainland and are located in the 
library at the Chinese University of Hong Kong. These include Genesis, The 
World of Music, Music Life, as well as official music publications like People's 
Music, and Music and Dance Research. These publications have more 
reportings and articles about rock music especially in recent years. 
Moreover, some information about rock music is published in newspapers, 
such as the organ of the Chinese Communist Party, the Renmin Ribao (The 
People's Daily) and Guangming Daily. . 
Concerning books, when I first started doing documentary research on 
this thesis in 1993, books were particularly rare on the subject of rock music 
in China. But now, there are several books which may contain articles or are 
totally on this subject. These include the book by Garaofalo (1992) Rockin' 
the Boat: Mass Music and Mass Movements; Jones (1992) Like a Knife: Ideology 
and Genre in Contemporary Chinese Popular Music and Zhao Jianwei's (1992) 
biographical account of Cui Jian in his book Cui Jian zai Yiwu Suoyou zhong 
Nahan Zhongguo Yaogun Beiwanglu. (Cui Jian Cries Out Amidst Nothing 
Memorandum on China's Rock and Roll). 
The function of these secondary data is used to contextualize songs 
and to explain further the meaning behind the lyrical content. 
3. Analytic Framework of the Textual Analysis 
Given the variety of themes that prevail in rock music, it is difficult 
to group them as one and examine their themes as a whole. A scheme of 
fictional modes is adapted and modified from Frye (1957) to standardize and 
classify the mode of each rock song. Each rock song was then examined 
according to its fictional mode. Frye's mechanism of the classification of 
fictional mode is mainly based on the ability and character of the 'hero, in 
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the narrative. The perspective in determining this character is posited either 
from the narrator or from the audience, if the audience is the addressee. 
The judgement is grounded on the hero's power to act, whether he is 
superior, inferior or the same with his audience. Frye constructs a set of 
rules to distinguish the five fictional modes or communication systems: the 
ironic, the mimetic, the leadership, the romantic and the mythic. 
a. The ironic mode 
We conceive the character as ironic when his ability is inferior to us 
so that 'we have the sense of looking down on a scene of bondage, 
frustration, or absurdity' (Frye, 1957: 33). The ironic protagonist always 
assumes the role as a scapegoat or victim, the problem may not be 
originated in him, but the objective environment makes him helpless and 
estranged. His image is innocent and calls for sympathy, as his problems 
cannot be solved. 
b. The mimetic mode 
The character in this mode has more or less the same ability as 
ourselves. He is 'superior neither to other men nor to his environment', he 
is 'one of us' (Frye, 1957: 33). We find a 'common humanity' in him, we 
might share his experience and problems, and our feelings and sensations 
are in a mimetic relationship to him. In the narratives, the personality of the 
mimetic characters is often pathological, voicing his feelings and passion 
directly. 
c. The leadership mode 
The 'leader' is more realistic compared to that of the mythic and the 
romantic types. He is 'superior in degree to other men but not to his natural 
environment' (Frye, 1957: 33). He is portrayed as a person with higher 
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intelligence, authority and is capable of mobilizing the people. He assumes 
leadership by proposing actions to take and values to respect and uphold, 
whether this be conforming or oppositional. He often has a strong or 
rebellious personality, so submission to authority will not be found in his 
character. 
d. The romantic mode 
In this mode, the romantic being is 'superior in degree to other men 
and to his environment' (Frye, 1957: 33). But what is special about this 
mode is the relationship between the hero and the supernatural world. This 
mode often portrays an unnatural environment with terrifying animals, 
witches, devils, and the hero's relationship with nature, as symbolized by 
the sun and the moon, is one of unison. The character is often secluded 
from the 'here and now', and retreated into his or her own world of 
dreams. These narratives are overwhelmed with a sense of 'inauthenticity', 
imagination and fantasy. 
e. The mythic mode 
In Frye's interpretation, this mode of communication has a hero who 
is superior in 'kind both to other men, and to the environment of other 
men, the hero is a divine being' (Frye, 1957: 33). Since rock music in China 
does not touch upon gods and divine beings, here this mode refers to those 
characters who have transcended their own objective being, with no 
relationship to the human, material or the natural world. Their mental state 
is in a condition of vacuum. This mode is distinguished from the romantic 
mode in that the latter relates the hero to other beings. 
Each fictional mode or communication system, according to Frye 
(1957:64), has it own 'existential projection'. It is the purpose of this study of 
song lyrics to examine the meaning and content of the existence projected, 
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how the reality constructed deviates from Communist ideology, and how 
the narrative space articulates a subcultural world view. 
Besides classifying the songs according to the fictional modes, 
categories and subcategories would be created by the author in respect of 
their themes. Nonetheless, sometimes there are difficulties in classifying the 
songs to which the fictional modes they belong, as a song may consist 
several levels of meaning which make it acceptable to other fictional modes. 
For example, the song Nanniwan may also be classified into the mimetic 
mode as the song has no character of the leadership type as the narrator 
only expresses his praise and feelings about the beautiful scenery of 
Nanniwan. But due to its historical background and the singer's 
interpretation to have its meaning of an exploratory spirit, it is classified 
into the leadership mode. Therefore, the fictional modes are not totally and 
absolutely mutually exclusive, but the classification and identification 
process also hinges on the evidence and interpretation one has about a 
song. 
B. Analysis of Rock Music within Hegemony 
Concerning the second major problem about the relations of rock 
music to hegemony, three subproblems were examined. First: In what ways 
do messages of rock deviate from the Communist ideology? Second: How 
does the Communist Party react to this deviant culture? Third: How does 
rock music react to the domination of the Communist ideology and power? 
1. Method 
In response to the first subproblem, the method would be 
descriptive analysis. Themes will be derived from the analysis of textual 
messages, to see in what ways they differ from the official ideology, taking 
into consideration the traditional cultural policy of the Communist Party, 
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and what principles and spirit are advocated. For example, if the centrality 
of self and individuality are the main themes of rock music, this will be 
contradictory to the values of self-sacrifice and collectivity advocated by the 
Communist Party. Social values in rock songs will also be analyzed. For 
example, what is the relationship between the character and the world in 
the narrative: is it close or does there exist a great social distance? 
To explore the reaction of the Communist Party to rock music, 
historical analysis is conducted. The attitudes of the Party, and the 
interaction between the officials and rock singers will be chronicled. 
Moreover, while rock music is still a subculture in China, attention will also 
be focused on the portrayal of rock music by the party press and official 
newspapers, as a reflection of the party's attitudes and policy. Official press 
in China is often an important indicator of cultural permission; if a certain 
cultural phenomenon is attacked, that means the cultural object does not 
have a legitimate status, and if the official press shows a more permissive 
attitude, this might also reflect a more liberal cultural policy is carried by the 
party. 
Lastly, to understand how rock music is negotiated with the 
dominant power structure, several aspects which have been derived from 
the literature are applied to the study of the strategies of rock music in 
negotiation with the hegemonic power. These aspects are the textual, the 
economic, the technological and the audience. I will attempt to explain how 
rock music continues to survive despite the considerable constraints 
imposed by the government, and try to account for the factors which 
support the survival of rock music. This includes examining how rock music 
secures public attention while struggling to reach a wider audience. 
The textual sphere is a special one, as there is no concrete evidence 
that particular usage of words are meant to allude to political criticism of the 
party: the possibilities exist because some words and phrases are ambiguous 
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and yet can be used in several ways in the conventional manner. In this 
case, some words or phrases will be taken out of the lyrics and their 
ambiguity or their multiple meanings will be interpreted and discussed. The 
selection of terms will be guided by their political sensitivity or allusion to 
the political party. 
2. Data 
The information used to answer the second major question is mainly 
secondary in nature. Similar to the secondary data collected in dealing with 
the first problem, this information is also gathered from magazines, 
journals, newspapers and books. 
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Chapter Six 
MEANINGS IN ROCK MUSIC 
ASCEND THE STAGE IN POWDER AND INK 
I set my throat in the right tone and 
Stand firmly with my legs and fist 
I rock my head and shake my brain and 
Ascend the stage in powder and ink 
Do the Chinese 
Have rock 'n ‘ roll of their own 
If yes, what should be Chinese rock 'n ‘ roll 
You say, rock 'n ‘ roll is sometimes 
A kind of attitude towards life 
The melody should work according to the heart 
But the beat must be clear 
I say, rock 'n ‘ roll can also be a mask of national opera 
You can change it according to rapture and anger 
Sorrow and delight 
It's up to you 
How to paint it 
Already singing in a soft and murmuring voice for so many years 
Shall we take off 
Take off inferiority 
And take on a dress of haughtiness 
Each time you play rock 
May be it's a time of awakening 
Each time you play rock 
May be it's a time of enlightenment 
The friends of rock 
The tomorrow of rock 
No regrets, no hate, no crying 
Ah..…[24] 
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V I . MEANINGS IN ROCK MUSIC 
A. Themes in each fictional mode 
Classified into the five fictional modes, analysis of 62 songs 
demonstrated that there is a clear persistent association of a set of particular 
themes within each mode. The percentage of each mode is as follows: the 
ironic mode (n=3, 5%), the mimetic mode (n=40, 64%), the leadership mode 
(n=6, 10%), the romantic mode ( n = l l , 18%), and the mythic mode (n=2, 
3%). • 
In the ironic mode, a sense of bondage and loss of the individual self 
is expressed ('Let Me Go Wild in the Snow', T h e Boudoir Lady' and ’A 
Piece of Red Cloth'). 
The mimetic mode constitutes of several themes: 1. A feeling of loss 
amidst an identity crisis ('It's Not That My Skull's so Thick', 'New World', 
'Rock on the New Long March', 'Go West from Yang Guang,, T h e Story of 
Grandpa and Grandma', 'Residents of the Lost Chateau', 'No More 
Concealment', 'I Have Nothing’，'Come and Pick Up What I Missed', T h e 
Northern Traveler', 'Choice'); 2. An expression of a life of philosophy of 
hedonism, escapism and fatalism ('Being tired'. T h e Light of Hope', T lay 
with the World with No Respect', 'Paradise', 'Jiang Jiang Jiang'); 3. Concern 
with social problems in the world as well as the society, such as war and 
incivility ('Don't ruin it’， T h e Last Shot', 'Leave Me Alone'); 4. The 
experience of growing up, such as youths' rebellion against the paternalistic 
world and the loss of childhood happiness ('Sister', 'Go Away', 'BPMF'); 5. 
The feelings associated with love, such as the yearning and waiting for love 
('Don't Hurry', 'No Easy Words', 'Don't Go Hiding’，’A Little Love for Me’， 
'Stand By Me), frustrations with love (Take Care', 'Please Don't Cry', 'Don't 
Break My Heart', 'Forever Yours', T h e Moon Hangs High', The Solar Car'), 
� 
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wild love and sexual desires ('Loneliness is Like Wildfire', 'In Your Eyes', 
This Space'), and a sense of regret about inauthentic love ('Solution', 'Dry 
Your Tears', 'Understanding', 'Shameful'). 
The leadership mode carries a whole set of themes which stress a 
more positive and active view towards life, such as: 1. An exploratory spirit 
('Nanniwan', 'Opportunists', T o Startle with the First Call'), 2. Focusing on 
individuality and nonconformity ('Please Walk the Pedestrian Way'), 3. 
Calling for an authentic self ( T h e Mask', 'Like a Knife'). 
In the romantic mode, most of the songs refer to a fictional world of 
estranged ideas and beings, the contexts are often inauthentic with no 
human beings or are far away in terms of space and time. Themes in this 
mode include: 1. A nostalgia for a glorious past ('Return to Tang Dynasty', 
'Yangzhou Road in Flames of War, 'Ancestors'), 2. Anarchy and disorder in 
the demonic world ('Dream of the Doomsday', 'Legend'), 3. Union with the 
natural world ( T h e Sun', 'Nine-Fourth', 'Soaring Bird’)，4. The Utopian 
world of the grassland ('A Plea in Life'), 5. Strange man and objects 
speaking ('Let Me Have a Good Sleep’，'False Itinerant Monk'). 
The mythic mode applies to only two songs, one about death ( T h e 
March of the Requiem') and another about a state of delirium and giving up 
of the social world ('My Own Paradise'). 
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B. Thematic content of Rock Music 
This section is a qualitative analysis of each of the selected songs 
(N=62). In this analysis, I attempted to examine the world view and the 
social relations portrayed in the lyrical content in relation to relevant 
political and cultural contexts in China. 
1. The Ironic Mode 
Characters in the ironic mode are regarded as inferior to us and are 
playing the roles of tragic figures. In the three songs (5%) classified in this 
mode, a major theme persists: the loss of human dignity through bondage. 
The characters are mostly helpless and victims of a relentless captor. They 
are desperate and hopeless, their meaning of life is lost as the most basic 
human values such as love, emotion and individuality are all abdicated to 
the ones who captivate them. In these narratives, the captors are 
anonymous as there is no evidence of who they are or why they antagonize 
the victims. One could only infer from the interaction between the captors 
and the victims the character of the former. 
A sense of bondage and loss of human feelings pervades the song 
"Let Me Go Wild in the Snow" {Kuairang wo zai xuedi shang sadienr ye). The 
song depicts a man who runs away from the hospital to feel the snow and 
the strong wind, to see if he still can feel these since his sickness is to have 
'no feeling'. He takes off all his clothings to sense the strength of the nature. 
But tragically, he can't feel a thing. The nature of the song is cathartic in 
character, the repeated shouting and singing of the phrase 'yi - ye, yi - ye' 
allows an explosion of sensations and feelings. 
Stripped to the waist in wind and snow 
I run down the road from the hospital 
Don't stop me now, I don't need clothes 
'Cause my sickness is that I have no feeling 
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Give me some flesh and give me some blood 
Replace my steely will and resoluteness 
Let me cry and let me laugh 
Let me go wild in the snow 
Yi Ye - Yi Ye … 
I'm sick 'cause I can't feel a thing .... 
Yi Ye - Yi Ye — 
'cause my sickness is that I have no feeling 
I wear no clothes nor put on shoes 
But I can't feel the strength of the northwest wind 
I don't know I'm walking or running 
'cause my sickness is that I have no feeling 
Give me a boost, Doctor Old Man, 
Give me some love, Sweet Sister Nurse, 
Please let me cry or let me laugh 
Let me go wild in this snow . 
Yi Ye - Yi Ye — 
I'm sick 'cause I can't feel a thing .... 
Yi Ye - Yi Ye — 
'cause my sickness is that I have no feeling [25] 
The story raises a question: the character who leaves the hospital 
must be a patient, and the business of the hospital must be to cure him. 
However, the hospital not only does not restore his health, but on the 
contrary is the source of the problem. The patient must escape from it, and 
beg the doctor and the nurse to give him some 'boost' and 'love'. One can . 
infer from this the character of this 'hospital'. It must be lacking 'love', 
having placed its 'patient' in a boring and suppressive stalemate. The 
'hospital' is but a prison which holds the character as a captive. 
In fact, his sickness is not merely a lack of feeling: what he lacks is 
basic human rights and freedom. Though he is still alive in the biological 
sense, he is but a corpse which is lacking 'flesh' and 'blood', 'happiness' and 
'sorrow', 'feelings' and 'love'. 
The 'hospital' is a symbol of patriarchal authority; though it appears 
to care for its 'patient', its inhabitants are deprived of freedom and care. Its 
authority is reflected in how the 'patient' addresses its authoritative persons: 
he calls them Doctor Old Man (Dafu Laoye) and Sister Nurse {Hushi jiejie). To 
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use the terms 'laoye, and ,jiejie，implies authority of the addressee and 
inferiority and humility of the addressers. In feudal China,，laoye，often 
refers to the head of a family or the boss in the company. 'Jiejie' means elder 
sister, which has the meaning of politeness when addressing women who 
are not really one's sister. 
This oppressive institution of authority poses a stark contrast to the 
snowy place. The former is a place of rules and structures, while the latter a 
land of liberation from human rules and laws imposed from above. The 
patient escapes from bondage to seek liberation in nature. To go wild in the 
snowy place is a passive protest against the patriarchal authority in China 
because he seeks his liberation by escaping from the social institution rather 
than staging confrontations against it. 
Moreover, in the romantic ballad "The Boudoir Lady" {Huafang 
Guniang), bondage and oppression take place in another context. In the 
story, the narrator is inescapably enticed by the hypnotic fragrance of the 
flower room into which a woman leads him. The whole process of how he 
enters and leaves the room is portrayed in the narrative. 
I walk alone to your side 
I have nothing to say 
I dare not look at your face; Oh face 
You ask where I'm heading 
I point towards the ocean . 
Your surprise seems to give me; Oh ....praise 
You ask where I was heading 
I point towards the ocean 
You ask where I was heading 
I point towards the ocean 
You lead me into your boudoir 
I can't escape your flowers' enchanting fragrance 
I soon find myself forgetting; Oh ... my direction 
You say I'm the strongest 
I say you are the kindest 
You want me to stay here 
And be one with them 
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I look at you in silence; And say - Oh.... This cannot be 
I want to return to that old place 
I want to walk on that old trail 
But now I find I can't leave you ； Oh ... woman Crepeat) 
I'm going to return to that old place 
I'm going to walk on that old trail 
I realize that I can't leave you; Oh ... woman (* repeat) [26] 
Who this boudoir lady is presents a mystery. Her power seems to 
transcend that of the narrator, because he does not even dare to look up at 
her face ("I dare not look at your face"). He certainly is in an inferior status. 
At first, the narrator is in a different disposition from that of the 
lady, since he wants to head for the 'ocean', but the lady seems to opt for 
the boudoir which she later does, and she is even surprised at the narrator's 
decision of choosing such a direction. She even heap praises on him. 
But the development of the plot does not follow consistently such a 
story-line. Instead of parting, she leads the narrator into her boudoir, 
despite the fact that he is defiant: while she tells him to stay there and be 
'one with them', he feels somewhat frustrated, as he does not have the 
courage to defy the request, but he can only remain in silence, until he later 
says "Oh... This cannot be". -
After awhile, he soon loses his own ideals and determination and 
gives way to the persuasion and praises of the lady. He says: "I want to 
return to that old place, I want to walk on that old trail", but he cannot 
leave the lady. He does not mention the 'ocean' after that. 
At this point, he only says he 'wants to', but now, he says "I am 
going to' that old place and walk on that old trail, A total surrender is _  
complete. 
Some terms in this tale are metaphorical for decoding the meaning 
on a deeper level. An important term is 'ocean' {da hai). In China, this term 
has assumed a colloquial status which means openness and Westernization. 
When people say，xia hai' or going into the sea, they mean to go into 
57 
business. In the controversial television series T h e River Elegy', the azure 
blue ocean is a prominent symbol [27], representing reform and opening to 
the outside world. This term is in total contrast to the word 'boudoir’，which 
signifies a space in confinement and isolation from the outside world. The 
boudoir has an abundance of flowers which carry a mesmerizing fragrance, 
which can mean something honorable and respectable in the Chinese sense. 
In the context of China, what is honorable and respectable is in the name of 
the Communist Party. It is endowed with the highest glory. The one who 
controls the flower room has its gender as female, so it enhances the 
'kindness' it offers to the narrator, and this can be the motherland. 
The linkage between the choice to stay in the room and the decision 
to return to the old place and walk on the old road further illuminates the 
meaning of the story. The narrator is in fact in a state of identity crisis, he 
does not know what to do with the incompatibility of the traditional 
ideology of Communism, as represented by the 'boudoir丨，and the new 
ideology of reform and openness, as symbolized by the 'ocean'. When 
China opened to the world in the mid 1980's, people had more contact with 
the outside world. However, the government opened its door mainly for 
the sake of doing more business whereas the control on ideology remained 
tight; therefore, 'anti-bourgeois liberalization' recurred again and again. This 
aimed to attack total Westernization and 'spiritual pollution' caused by it. 
Even the television series "River Elegy" was accused of advocating total 
Westernization and had aroused much ideological debate and official 
attacks. The attack on openness and condemnation of 'spiritual pollution' 
reflected the state's intention to preserve its authority on ideology. "The 
essence of authority", to borrow Vaclav Havel's words (1989:24), "consists 
basically in a distrust of all variety of uniqueness and transcendence; in an 
aversion to everything unknown, impalpable and currently obscure; in a 
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proclivity for the uniform, the identical and the inert; in deep affection for 
the status quo". 
In this dilemma, in consideration of the communist culture in which 
uniformity and collectivity is emphasized over individuality, the narrator 
relinquishes involuntarily his goals and chooses the ideology advocated by 
the state. It is important to note that in the story, it is not the narrator who 
takes the active stand, but the boudoir lady. It is she who leads him into the 
room and tells him to stay. The loss of individuality is clear when the lady 
wants the narrator to be 'one with them'. 
In this sense, it is quite satirical that the lady praises her captive as 
the 'strongest' which the story does not support. The narrator is weak and 
has to adapt to the wishes of his captor. Moreover, it is doubtful whether 
the lady is the 'kindest' as she is praised by the narrator. She does not allow 
the narrator to have his own will or goals fulfilled. Praises exchanged 
between them are hypocritical, as is their relationship. 
What is portrayed in this narrative is one of abdication of one's 
individuality and conscience to a higher authority. The narrator is 
compelled to do so, and that is why he suffers. He is reluctant at first but 
has no power to defy. He is but one of the many who abandon their 
individuality under the Communist rule which determines all for them. 
In "Boudoir Lady", the narrator is enticed into conformity, but in "A 
Piece of Red Cloth" (Yikuai Hongbu), it is done by force. The captor has used 
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a red cloth to cover the eyes of the victim and constrain the captive's actions 
by grasping his hands. Not only the victim's vision and action are 
prevented, but what he thinks and what he says is also under check. He is 
totally manipulated by the 'master'. The suppression of human freedom is 
acute in this narrative. 
The pain and despair of the victim is vividly articulated by rendering 
it in dirty tones and hardly audible words, indicating his difficulty in 
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speaking. The unclear words also suggest his mouth is gaggled by the 
captor, which makes him suffocate. It also explains why at the end of the 
song, the victim cannot speak anymore but can only make some difficult 
noise: "Du la, du du du la, du du la [28] 
That day you used a piece of red cloth 
To blindfold my eyes and cover up the sky 
You asked me what I had seen 
I said I saw happiness 
This feeling really made me comfortable 
Made me forget I had no place to live 
You asked where I wanted to go 
I said I want to walk your road 
I couldn't see you, and I couldn't see the road 
You grabbed my hands and wouldn't let go 
You asked what was I thinking 
I said I want to let you be my master 
I have a feeling that you aren't made of iron 
But you seem to be as forceful as iron 
I felt that you had blood on your body 
Because your hands were so warm 
This feeling made me comfortable 
Made me forget I had no place to live 
You asked me where I wanted to go 
I said I want to walk your road 
(saxophone solo) . 
I had a feeling this wasn't a wilderness 
Though I couldn't see it was already dry and cracked 
I felt that I wanted to drink some water 
But you used your mouth to block off my mouth (*repeat) 
I don't want to leave and I don't want to cry 
Because my body is already withered and dry 
I want to always accompany you this way 
Because I know your suffering the best 
Du la, du du du la la, du la .... (saxophone solo) [29] 
What appears is a tragedy of blind conformity to the authority. It is 
blind not only because his eyes are covered, but so is his mind. Though he 
cannot see the captor nor can he see the road, he is willing to let the captor 
be his 'master' and takes the captor's way to be his own. Despite seeing 
nothing, the narrator says he 'saw happiness'. There might be doubt about 
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the intelligence and wisdom of the victim, but in considering that his life is 
in the mercy of the captor, he might tell superficial words or lies, so he 
conforms for the sake of seeking liberation and freedom. This strategy is 
taken without measuring how he might lose his own dignity and 
individuality. 
On the other hand, there is no direct portrayal of this 'master'. One 
only knows that he/she uses a red cloth to cover the victim's eyes. He/She 
also captivates the victim by 'grabbing' his hands. The captor is not only a 
fierce, strong being, but also a draconian censor. He/She keeps on asking 
questions about where the victim wants to go and what he sees and thinks. 
It is ludicrous that the captor asks such questions to a man who loses his 
ability to act and see. Obviously, this is not to give him freedom to think or 
to express, what the captor does is rather to ensure the conformity of 
thoughts and viewpoints. The suppression of the freedom of expression is 
further illuminated by using the captor's mouth to 'block off the victim's 
mouth so that he cannot speak anymore. 
Though the identity of the anonymous captor is not revealed, one 
can possibly posit him by the colour of his cloth, which is symbolic. In 
China, red is a favourite colour representing many things, such as 
happiness and festivity, but also implying revolution. What comes directly 
to mind about this colour in this narrative context is Communist rule. 
The implications of this red cloth are great: it not only blindfolds the 
victim's eyes but also 'covers up the sky'. To seek truth, humans always 
resort to vision: there is an idiom that 'what the eyes see is truth'. But such 
a truth does not exist, because the vision is suppressed by the red cloth. 
The sky (Han) symbolizes justice and moral order, and it is nihilated by the 
same apparatus. 
This picture is reminiscent of the Cultural Revolution (1966-1976), 
during which the nation was obsessed with a blind belief in Communism. 
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What people saw was a waving ocean of little red books which they took as 
the Bible, because in it the words of the mythologized party leader Mao 
Zedong were written. They memorized by heart every word in the book. 
Whether by will or by fear, knowledge in this little red book also represents 
one's faith in the Party and one's own political and ideological stance. This 
had disciplined the nation into a single uniform ideological thinking. 
Alternative thoughts were regarded as deviant acts to be 'struggled against'. 
Communication flowed one-way from the officials to the people. This is 
echoed in the lyrics that the victim's mouth is blocked by the captor's 
mouth, symbolizing the replacement of expression by the higher 
authorities. Individual thoughts and subjective minds were not tolerated. 
The only moral order and truth existing was in the party. Freedom of 
expression simply meant following the party line. 
In this way, the people suffered the most. They had to be very 
careful in dealing with conversation or their 'faults' might be exposed to the 
public. Freedom of expression and action was acutely hampered. The 
people felt particularly vulnerable as their existence was manipulated by the 
government. It is reflected in the lyrics that the narrator says he forgets that 
he has 'no place to live'. One might infer from this a concern with the acute 
housing problem in China, but what lies deeper is one's existence. There 
was no private space for existence, but only a public space where people 
kept watching each other to prevent deviance. 
In the end, the victim finally lands in the 'wilderness'. This is a no-
man's land not because there are no human beings, but because humanity 
no longer exists. The most basic human values such as individuality, 
personality, freedom of expression and freedom of thought are suppressed. 
Themes in the ironic mode show that the people in China are still 
yearning for a liberation of personality and individuality. In the past, family 
had posed the greatest constraint and bondage to the development of one's 
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individual personality, but the content of rock music now reveals that the 
source of bondage comes from the state and the party. The character in 'Let 
Me Go Wild in the Snow' has to seek his own liberation by escaping from 
the patriarchal institution, while the characters in 'Boudoir Lady' and 'A 
Piece of Red Cloth' have to conform obediently to the authorities and 
forsake their own personalities and basic human values. 
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2. The Mimetic mode 
Among the five fictional modes, mimetic mode constitutes the 
greatest number of songs (n=40) and share 64% of the total sample. The 
mimetic characters, while having similar abilities as ours, often express their 
feelings and pathologies without showing whether they are inferior or 
superior. Themes carrying the mimetic mode are diversified and manifold 
ranging from personal experiences amidst social changes and feelings of 
love to broader social issues such as war and infcivility. These topics are a far 
cry from the picture portrayed of the mainstream culture. Apart from the 
optimistic life that is purported to exist under Communist rule, 
dissatisfaction with life is revealed, and a sense of annihilation of self and 
estrangement from city life is reflected in the stories. Working for the 
people and the party is no longer as important as enjoying one's personal 
life. War is not treated as a theme associated with the glorious sacrifice of 
one's life for the nation, but it is depicted as a source of suffering and pain. 
Social problems such as incivility and patriarchism which would not have 
found their voices in the mainstream culture became themes of rock songs 
found in the mimetic mode. 
a. Phenomena of Identity Crises 
The formation of an identity is a social process that 'stands in a 
dialectical relationship with the society' (Berger & Luckmann, 1973： 203). 
Such an identity, whether individual or collective, arises from a continuous 
socialization determined by social structures and history. When abrupt 
changes emerge in a society, the validity of individuals' identities are put 
into question. Past conceptual schemas held in comprehending and 
legitimating the world suddenly became implausible. China in the 1980s has 
witnessed such an identity crisis, as mentioned in earlier sections. This 
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rupture between the past and the present was brought about by economic 
and social changes. With the capitalistic way of doing business and 
materialistic way of living allowed, legitimacy based on Communist 
ideology has collapsed. However, the unalterable state ideology of socialism 
which requires conformity to collectivity, still remains. Such a dilemma 
spurs the problem of both collective and individual identity. People find 
themselves having difficulty adapting to such drastic changes. The reaction 
of people to these changes are varied: defy, accept or adapt to it. As 
reflected in the lyrics, there are mainly four reactions to the new changes: 
people may suffer and be confused over what values they should adhere to; 
people may trace back to the historical past in search of their origin and 
identity; people may transform their identity in order to adapt to the new 
reality; people defy it and feel alienated and estranged from the new 
society. 
i] Loss of direction 
A sense of loss amidst these drastic changes is evident in 'It's Not 
That My Skull's So Thick' (Bushi wo bu mingbai) and 'Rock on the New Long 
March’ {Xin Chang Zheng Lushang de Yaogun). In both of these narratives, the 
characters find themselves suddenly plunged into a new world 
unanticipated. 
In 'It's Not That My Skull's So Thick', the narrator is in an agitated 
state of recovering himself from the fast changing world. All of a sudden, 
he finds that the world before him has changed and become 
incomprehensible. He feels as if he does not belong to this world: 
In the past I didn't know what it was to have an open mind 
/n the past I didn't know there are a lot of strange things in the world 
The present is not the future I dreamt of in the past 
But the present clearly shows that what the future has been all about 
In the past I acted without knowing right or wrong 
In the past I did mt count the years passing by 
Things that seemed simple once are now far over my head 
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In this world I suddenly feel I don't belong 
In the past twenty years I learnt only to endure 
No wonder the women said I did not stand firmly on the ground 
I beat myself out of my slumber 
But once awake I saw that the changes in this world are really fast! 
Looking down I see those highrise flats like stalks of rice and wheat 
Looking ahead I see seas of people, traffic jams 
/ look left, right, front, back - still I can't grasp it all 
[echo] This this this this that that that that 
The more I look the stranger it all gets! 
It's not that my skull's so thick, 
But the world is changing much too quick! 
It's not that my skull's so thick, 
But the world is changing much too quick! [30] 
He reacts to the strangeness of what the modernization brings: the 
highrise flats, the seas of people in the city and the traffic jams. In the past, 
what he needed to do was to 'endure', to wait for the party to change the 
world for him, but now, with modernization, the pre-existing social and 
economic structures also break up. The role of individuals in a society will 
be very different from the past, now requiring more initiative and energy in 
the market economy. However, the character finds it difficult to adapt and 
is so shocked at the changes because what he had in mind in the past is 
totally incongruous with the present reality. How to make a mind imbued 
with Marxism-Maoism and conformity to the state conciliate with capitalism 
and individualism is really a great problem. That's why he is caught amidst 
the modernization unaware and puzzled. 
The same kind of confusion is faced by the character in 'Rock on the 
New Long March'. The character is playing the role of a participant in the 
Long March (1934-1935) in which the Communist Party, escaping from the 
Nationalists' attack, walked 25,000 Ii (12,500 km.) to Yan'an. To walk such a 
long distance, climbing mountains and crossing rivers, was a challenge 
against human ability. The protagonist, who has a strong belief in the 
Communist Leadership, is a bit anxious and confused when he finds the 
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march too difficult for him. He sees no end to the journey and sees no 
destination at which he can settle down. 
I heard that nobody had seen the 'Long March ‘ 
Some say that's an easy thing 
But you never know till you try 
I go ahead searching for myself 
Running all over, with no foundation 
Whatever I think, whatever I write 
Is short gun and harvest 
Theories are all about cannons and bombers 
I sweat and cry but never say die 
Hide for a while and tell myself "be patient" 
Oh - 1,2,3,4,5,6,7 
"How many miles?" I cried to heaven 
And beg the stormy weather to leave me alone ‘ 
Lots of mountains and lots of waters 
That one can't distinguish between east and west 
Lots of people, lots of mouths 
There is no simple and clear reason [Phrases in block translated by 
author] 
What should I say? What should I do to make a real me? 
What should I sing to make myself happy? 
I think about the snow mountains and 
Green pastures as I walk 
I praise Chairman Mao when I walk 
Oh -1,2,3,4,5,6,7 [31] 
He is in fact drawing the analogy of Long March to his experience in 
China's reform, as the term "New Long March" was once used by Deng 
Xiaoping for his reform program after 1978. [32] This time, he searches 
alone for the route to prosperity and modernization. However, though 
'running all over: he finds 'no foundation'. He even loses his 'self' in it. 
Such a state of confusion is probably rooted in the flux in policies. 
Since 1978, there have been debates about what road China should take in 
order to achieve reform and modernization. There are always reportings in 
the press about the power struggle of the conservatives versus the liberals, 
the hardliners versus the reformers, the rightists versus the leftists. In 
addition to these fluctuations in policy is the ideological pendulum striking 
in China. The recurrent attacks on bourgeois liberalization are probably a 
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reflection of the leftists returning to power. Under the inconsistency of 
reform, with 'lots of people' and 'lots of mouths', it is hard to find a 
standpoint that is both safe and plausible. Therefore, the character cannot 
find his 'foundation' in the reform, and in such a situation of confusion, the 
best way is to 'praise Chairman Mao', as this is the safest and most assuring 
way for him. 
ii] Roots-seeking 
Seeking one's roots and origin is an expression of cherishing the past 
and at the same time, a search for an identity. However, in the voyage of 
finding one's origin, one might discover that such a past no longer exists 
and is inconsistent with the new or present reality. Hence, a forlorn 
sentiment arises where the historical sites are depicted as desolate and 
barren. 
In 'Go west from Yang Guang' (Xichu Yanguang), history is deserted 
though it contains a brilliant past. It is from Yang Guang, the gate which is 
the access point to the Gobi desert, that the character begins his journey 
seeking the fountainhead of history. Gobi desert is where the silk road lies. 
The route symbolizes a period of, prosperity in China, when through this 
route ancient China came into contact with the West. However, this place 
has now been abandoned by modern civilization as the character laments in 
the lyrics. 
I walk on the ancient road, the ancient road is forlorn 
No one comes and no one returns 
/ cannot turn my head and look at the lights of the city 
Though walking alone is very frightful 
I stand on the Gobi, the Gobi is very wide and deep 
Now, it has no water but it has its river bed in the past [33] 
In The Story of Grandpa and Grandma' (Jeye Nainai de gushi), the 
character travels to the Yellow Plateau and the Yellow River, but same as 
the protagonist in 'Go west from Yang Guang', what he can find is only a 
forgotten place filled with sorrow. 
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Men on the yellow earth are sturdy 
Women on the yellow earth are simple and plain 
To sing on the mountains is sad 
To sleep in the caves is peaceful 
The yellow earth knows how to love 
It loves the red waistband of men 
The yellow earth knows how to be sad 
Someone has gone away but no one has ever come back 
The rice wine is fragrant 
Grandpa drinks wine and thinks of nothing 
The Yellow River has become more yellow 
Grandma is telling an unending story [34] 
In 'Residents of the Lost Chateau' {Shiluo chengbao de jumin), the 
heroic spirit of Genghis Khan, the Mongolian hero who invades China as 
well as Russia, is lamenting because such a picture of strong empire and 
valiancy is lost in history. 
The wind blows the grass while the cattle and sheep are revealed 
The herd of horses are still strong 
Still strong 
But no one will bring them to race 
The hair of Genghis Kwan has turned into snowy frost 
The arrow that targets the bird of prey can no longer shoot off the sun 
There are only eagles which fly alone, fly alone. [35� 
There is no longer anyone like Genghis Kwan who led the soldiers 
and fought the battle on the pastures. And even those fierce eagles 'fly 
alone'. The whole picture reveals a sense of loss and sorrow. 
iii] Alternating Identity 
In transforming one's identity to a new reality, one's conceptual 
schema has to be transformed. As this schema carries past values and 
conceptions, in order to transform it, one has to re-socialize and re-evaluate 
the past. According to Berger and Luckmann (1973: 179), such an 
interpretation can be done by means of giving the past history a new 
meaning that is consistent with the new reality, or by 'abandoning' or 
'nihilating' and 'repudiating' the past. 
The nihilating side of the conceptual machinery is particularly 
important in view of the dismantling problem that must be 
solved. The old reality, as well as the collectives and 
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significant others that previously mediated it to the individual, 
must be reinterpreted within the legitimating apparatus of the 
new reality..…Pre-alternation biography is typically nihilated 
in toto by subsuming it under a negative category occupying a 
strategic position in the new legitimating apparatus. 
In 'No More Concealment' (Buzai yanshi), such a process of 
alternation of identity by means of nihilating the past is carried out. 
My tears are no longer sobs 
My smile is no longer play-acting 
your freedom belongs to heaven and earth 
Your courage belongs to you alone 
I've got no money, I've got no place, 
I've got only the past 
I talked a lot and thought a lot, but paid less and less attention 
I'm neither pitiful nor detestable, because I'm not you 
I know all about leaving things behind and running off -
But I just couldn't pull myself away 
My eyes won't be looking at you any longer 
I'll always remember my cherished memories 
My freedom also belongs to heaven and earth 
My courage also belongs to no one but myself 
My endurance is no longer exhaustion 
My sincerity is no longer a show of tears 
My strength is no longer an empty sham 
My anger is no longer for the confession of past sins... [36] 
The character adopts a new identity by abandoning his personality of 
the past. Before alternation, his personality is one of weakness and 
passivity: he 'weeps', he 'repented', his strength is just a show of 'strength' 
rather than real power, and his smile is just 'play-acting' in order to 
maintain a hypocritical level of relationship with others. Now, he takes on a 
more active stance: he has freedom and courage not granted by anyone, but 
belongs to him, and belongs to 'heaven and earth' as a basic human right. 
In fact, his weak and passive character in the past was not merely a 
personal matter. It was a collective identity of people in the past. Chong 
(1991: 35) termed this personality as a 'Red Guard-identity'. He points out 
that the use of words like "endurance" (renshou), "sincerity" (zhencheng), 
"strength" (jianqiang), and "anger" (fennu) in the lyrics were all part of the 
political vocabulary of the Cultural Revolution. [37] 
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During the ten years of Cultural Revolution, people were exhorted 
by the party to 'endure' and 'sacrifice' themselves for the party and the 
people. People had to incessantly 'confess' to the party their loyalty in order 
to show their 'sincerity'. Class struggles by means of self-criticism and 
criticism against one another were carried out 'angrily' in order to show 
one's strong belief in the party. When mistakes were committed, one had to 
'repent' even though one had not really done something wrong. Such types 
of 'repentance' were but 'play acting' which allowed one to go through all 
these troubles. These acts resisted in total conformity to the party while 
losing one's individuality. 
While the era of the Cultural Revolution had become history, the 
people now begin to gain back their own selves and affirm their new found 
identity by negating and evaluating the past. 
iv] Alienation 
Alienation is always represented by withdrawal, spatial dislocation, 
wandering or a feeling of strangeness and aloofness in perceiving objects 
after social ties and relations are severed. People suffered from alienation 
often resorted to breaking away from the present conditions which they 
regarded as the source of problem, 
iv.a] Break away 
In 'I Have Nothing' {Yiwu Suoyou), the man is asking his lover when 
she will go away with him. But he is ridiculed by his lover as having 
nothing. He is so frustrated and angry that he has to grab her hands so that 
she will go with him. 
I've asked tirelessly, when will you go with me? 
But you just always laugh at my having nothing 
I've given you my dreams, given you my freedom 
But you always just laugh at my having nothing 
Oh! When will you go with me? 
/ 
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Oh! When will you go with me? 
The earth under my feet is on the move, 
The water by my side is flowing on, 
But you always just laugh at my having nothing 
Why haven't you laughed your fill? 
Why will I always search? 
Could it be that before you I will always have nothing? 
Oh! When will you go with me? 
Oh! When will you go with me? 
The earth under my feet is on the move 
The water by my side is flowing on 
I'm telling you I've waited a long time 
I'm telling you my very last demand 
I need to grab both your hands 
Only then will you go with me 
That's when your hands will tremble 
That's when your tears will flow 
Can it be that you 're telling me you love my having nothing? 
〇h, only then will you go with me 
〇h, only then will you go with me 
The earth under my feet is on the move 
The water by my side is flowing on 
Oh, only then will you go with me 
Oh, only then will you go with me [38] 
What the character seems most urgent to do is to ask his lover to flee 
with him, but in fact, what concerns him most is to keep up with the 
changes outside this land of despair. His reason for leaving quickly is: "The 
earth under my feet is on the move/ The water by my side is flowing on". 
The world outside is progressing fast, how can he not be concerned about 
this and remain in this unchangeable state. Moreover, he does take notice of 
the 'laughing' of his lover, which has agitated him so much that he must do 
something in order to solve the problem: 'I have nothing'. 
He might think: we have nothing, but if we go away, we still have a 
chance. This reflects what the people may think in China. Especially for 
those who have higher education, most of them hope to go overseas instead 
of suffering the material hardship in China. The intellectuals often 
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constitute the bulk who emigrate because they have higher chance of 
survival with their intellectual status and language ability. 
In 'Come back and pick up what I missed' {Congtou zailai), the 
character breaks away from the frustrated reality by pretending he does not 
exist in this world. He imagines that he has no brain at all and needs no 
thinking any more. His extinction is a passive resistance against the harsh 
reality he faces: the hardship in living. 
Hard to go away, hard to exist, hard to live too much 
Like a realist 
I wanna go away, I wanna exist, after death I wanna come back 
And pick up what I missed [39] 
He is indeed facing a dilemma, he wants to go away but he is not 
able to, he wants to exist but he doesn't want to live like a realist, he wants 
to live and yet he wants to die so that after death he can begin anew. It is 
really tragic that he is estranged from the environment and yet he can do 
nothing about it. This perhaps has something to do with the Communist 
culture in China, where everything is pre-determined by the state. One may 
not identify with the environment, but since everything is assigned, one can 
have no solution but to pretend and imagine that one does not really exist, 
so as to lessen the pain one suffers. 
Such a tragic encounter of dilemma towards life is obvious in 
another song called 'New World' (Xin shijie) [40]. The character finds that 
she has lost all her dreams and yet when she awakes to reality, she finds it 
just 'another empty dream'. There is no way out. She is desperate for a new 
world where she can cry for 'love and justice', and she also needs a sky 
where she can 'fly out for right and freedom'. She is estranged in the real 
world because she is Veiled from truth' and no longer has any space of 
freedom. Therefore, the lack of love and justice, right and freedom became 
the source of estrangement from the reality. 
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Emptiness is also the theme of 'Stepping out' (Chuzou). To escape 
from the boredom and frustration of life, the character keeps walking 
though he does not know where he will go. 
I stretch my legs and walk at this familiar road 
I open my eyes to stare at this familiar place 
That mountain still stands 
That river still flows, Aiyahl 
How often when the sun comes out 
Is often when my heart gives up 
How often I walk for eternity 
Is how often I end my days 
Aiyahl Aiyahl 
I close my eyes, I have no past 
I open my eyes, I have only myself 
I have nothing left to do aiyah! [41] ‘ 
The repetitive motives underlying the progression of the song 
signifies the walking on and on of the character with a sense of helplessness 
and emptiness. Going nowhere and doing nothing, without purpose and 
without goals, emptiness in life is filled in by continuous wandering. In fact, 
there is struggle going on in his mind about what he is doing, and yet he 
cannot find an answer. 'Aiyah' becomes a sigh of frustration and despair, a 
crying out for help which finds no response. In the words of Gelfant (1973: 
304), this character has no identity in him, for "his deepest and most lasting 
experience is that of inner emptiness. He tries to compensate for his 
emptiness --- perhaps to run from it — by keeping on the move." 
iv.b] A Stranger in the City 
In recent years, the opening of special economic zones like 
Shenzhen, Xiamen and Zhuhai in the southern parts of China has drawn 
migrants from the villages and from poorer provinces in the north, seeking 
jobs and opportunities. Due to the great distance in terms of living standard 
between the north and the south, between the village and the city, in 
addition to a lack of social relations in an alien place, newcomers are treated 
as outsiders. These migrants usually work in factories and construction 
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sites, having low pay and living in crowded and terrible conditions or 
slums, as a result, the city has become a place of estrangement for these 
migrants, as can be seen in the lyrics of "The Northern Traveler' {Beifang 
guoke) and 'Choice' (Xuanze). 
In both songs, the city is seen as a place of vulgarity and hypocrisy. 
It is artificial with its horizon filled with skyscrapers and neon lights. Social 
relations are remote and aloof. Characters are alienated from the city and 
so they regard themselves as only passers-by, as the city never belongs to 
them. 
In 'Choice', the city is compared to an anaesthetic pill which makes 
people lose all their true emotions and feelings. People are impregnated by 
a sense of hypocrisy. The character feels that the city is so strange and the 
people there are bloodless making him nauseous. 
I'm just a passerby 
Who lives by means of feelings 
The gray city has taken off my color 
Which makes me adapt in an anaesthetic manner ... 
When I saw people showing themselves 
Nauseating makes me tired 
I went into a corner and open my body 
Look at it and hope that it still breathes. [42] 
Also as a passer-by in The Northern Traveler' , the central character 
finds the city so detestable that he can hardly bear it and must leave. The 
city is described as a strange place with Vulgar neon lights' and with 'gray 
high-rise buildings'. People are far apart so that when the protagonist smiles 
with others, he becomes 'anxious'. In this busy part of the world, the 
people's faces are so 'pale' that they are just like corpses. People are so cool 
that they won't be sad unless they 'watch sad TV at night', but 'no tears' will 
squeeze out from their eyes because they are bloodless human beings. With 
no friends and no relations of whatever kind, the impossibility to 'find a 
lady who'd like to marry' the character further intensifies his alienation from 
this city. 
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Therefore, he determines to go back to the north and will not return 
anymore to this place of estrangement. 
Today I leave this place and head straight for the north 
We are just passers-by 
We will not come back [43] 
b. Outlook on life: Hooliganism, Hedonism, Escapism and 
Fatalism 
Rock music in China is also called the 'Hooligans' Rock' (Pizi yaogun) 
attributed to the reason that rock musicians are often regarded as outcasts of 
a society[44], They have no jobs, no relationships, no linkages of whatever 
kind. Their ways of life are not shared by the people: they are poor, they 
have long hair, their living style is strange. 
Being a class of social deviants, their outlook on life reflected in the 
lyrics also shows their alienated worldview. Their philosophy on life is 
mainly hedonistic, escapist, existentialist and fatalistic. 
The song 'Being tired' (Lei) is a very good example of hooligan's rock. 
The character has all the elements of a hooligan: he has no job, no money, 
no social status, yet he does not want to work, and at the same time, he 
often dreams of being rich, and with the company of beautiful girls. Such 
an image of a scoundrel is enhanced by the singing style: it is sung in a dull 
and satirical tone with no change in volume. The dull voice reveals that the 
character does not have any passion for life, while the moderate tone of 
singing in a light beat shows that he is not an energetic or radical person. 
The relaxing rhythm enhances the spineless character of this 'bastard' 
{Zazhong).[45] 
The sun is shining in the sky 
But before my eyes is a patch of darkness 
Clad with a thin cover filled with holes 
I dream of leaning on a lady 
Always want to have a taste of love 
But chances are often lacking 
This empty room has no one to keep company 
I can only go to the street and have a look at women's legs 
I'd like to go to school, but the fees are too expensive 
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I'd like to work, but it will be too tiring 
The food and the drinks are expensive 
To have motor cars one has to pay tax 
I want to go to sleep in that glass-walled hotel 
I want to go to that big assembly hall to have a small meeting 
I want to have the company of a beautiful lady 
I want to have unending nice dreams ... 
I want to say, I want to do 
But after saying it, I will regret, without doing it and yet fear of being 
tiresome 
I want to cry, I want to laugh 
But I'm not able to laugh, and I do not have tears 
I want to be strong, I want to be tough 
Yet I do not have such a strength, and my will has become ash 
Time is like running water and is very precious 
Today you and I are still good at nothing 
I don't want to be idle, and I don't want to be superfluous 
What I fear is that all will become a waste of energy 
Life makes me tired, life makes me suffer 
Why this world makes me so tired. [46] 
His view on life is mainly paradoxical in nature: he wants everything 
on earth, but he does not want to work; he wants to have materialistic 
riches and the company of beautiful girls, but he does not want to be busy. 
Albeit, he does not blame his own idleness and laziness instead, he says it 
is the world that makes him so tired, and it is the society that makes him 
suffer. He does not need to bear any responsibility. Therefore, in the end, 
he still owns nothing because he never works on it. 
To live in the present happily, not to worry about the future or the 
past is also a way of living. This philosophy of life is clearly expressed in 
the song The Light of Hope' {Xiwang zhi guang). 
Living in today happily 
Tomorrow, no one can predict 
If it does not change for the worse 
I pray to the heaven and hope that miracle will happen [47] 
Another way to live untroubled and joyfully is to lead a hedonistic 
way of life, unconcerned with mundane matters of the world. Such an 
attitude towards life is found in 'Play with the world with no respect' {Wan 
shi bu gong). The character in the narrative retreats into a world of his own, 
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notwithstanding that the world is progressing and each generation is busy 
with their own business. 
My 70 year-old granddad's leading the nation 
My sixty-year-old uncle's doing the four modernizations 
My fifty-year-old uncle's strolling around 
My forty-year-old brother's making sure his finances are sound [48] 
Some people are busy all day implementing reforms 
Some people are busy trying to leave the country 
Some people are busy gambling away their money 
Some people are filling out unemployment forms 
Some people have no jobs 
Forget it, those heavy tasks 
Forget it, the torture of love 
Forget it, the lure of money 
Forget it, those complicated traffic rules 
Don't trouble with what others are doing 
I want to live my own life 
Don't trouble with what others are talking 
I just want to sing joyfully [49] 
To escape from worldly matters and lead a joyful, carefree life is 
further confirmed by the view depicts in 'Paradise' (Tiantang). 
Don't want to have anything to do with love and trouble 
To live in today 
Love and hate is intertwining, things are impermanent 
Whether it is sorrow or happiness, union or separation 
Or difficult to forget a past love 
Don 't care anymore about the sorrow in this world 
Abandon all matters and go into paradise [50] 
Moreover, a pessimistic and fatalistic view on life is expressed in 
•Jiang jiang jiang’.[51] The story tells of a man who goes into society and 
faces failure. In the narrative, he is told by others how to face the problems 
encountered outside the home in terms of using the game of Chinese chess 
as a metaphor. However, this young man later returns home burdened with 
defeats: “ I eat my carriage/1 eat my horse/1 eat my cannon/1 eat my heart/ 
Ah, eat eat eat/ Jiang jiang jiang". The carriage, horse, cannon represent the 
chess pieces, while the verb 'eat’ means defeating the other, while the term 
'jiang' means using the chess piece 'general' to defeat others. However, in 
the game/ the character defeats himself, and accept defeats totally without 
actively involve in the struggle. He retreats passively home. 
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c. Social Problems 
Social problems have seldom been employed as topics of songs 
under Communist rule. In this category, two social problems, one on the 
subject of war, and another about incivility, are written in the mimetic 
mode. 
i] War 
The songs "Don't ruin it" (Biequ Zaota) and "The Last Shot" (Zuihou 
Yiqiang) carry the same message: no more human conflicts and war, and 
hope that there will be peace. 
Inspired by a prayer of an American soldier who fought in the 
Vietnamese War, which says: Let the world's last bullet fall on my chest, 
"The Last Shot" advocates the spirit of peace and is anti-war in its essence 
(Lie, 1991: 93). 
It is indeed a sad, tragic song as the protagonist, who is a soldier, is 
thinking while he is collapsing under a bullet. 
A stray bullet hit me right in the chest 
Suddenly the past bubbles up in my heart 
Only tears, no sorrow 
If this is the last shot, then I'm willing to accept this utmost glory 
Oh! The last shot. 
Oh! The last shot. 
Don't know how many things I have not yet said 
Don't know how many pleasures I have not yet enjoyed 
Don't know how many people are in the same situation 
Don't know how many last shots there are 
Peacefully sleeping on the warm earth 
Morning dew, setting sun, the sweet smell of the flowers and the trees 
Oh! All I leave behind in the world is a word [52] 
His death is meaningless unless he is the last one who is felled by 
the bullet. A sense of helplessness pervades the narrative, though the 
protagonist still wants to live, and still has many pleasures not yet enjoyed 
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and has many things not yet said, but he is now facing the finale of his life, 
not for his own sake, but for the country. 
In "Don't ruin it", the character calls on the world to stop violence. 
Amidst the background sounds of warplanes bombing and the incessant 
shooting of guns, the feeling of the protagonist is one of compassion. A 
picture of 'destruction' is presented. 
These are the days without silence, silent night 
People's faces are in distraught 
Hands tightly holding guns 
The heart is thumping 
Despair is in their eyes 
There is no smiling face, or peaceful vision 
The flames of war have pushed men to death 
All dreams are shattered 
The shattered dreams 
People are so violent 
Don 't ruin their home 
Don't shoot those ignorant children 
Tears are dripping, but without a word 
Who can give an answer 
No place to sleep quietly, one has to go hiding everywhere 
What can these kind people do 
Our birthplace in the past, a paradise of peace 
Has now become so woeful 
Take off your guns “ 
And open your eyes wide to have a look 
Before you is the place of the origin of humanity 
Take off your guns 
And think 
If this is you, what will you do 
Speak! (echo)[53] 
The two songs about war are probably too pacifistic in character. In 
both of them, neither expresses the glory of one dying for the sake of the 
people or of the party. Probably due to this, the song 'Don't ruin it’ is 
dropped in its original recording, while T h e Last Shot' is only published in • 
a version [54] with only three phrases: "A stray bullet hit me right in the 
chest/Suddenly the past bubbles up in my heart/Oh! The last shot" The rest 
of the lines are abandoned, so that the whole song seems like a piece of 
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karaoke only with background music without a voice. In this 'abridged' 
version, a triumphant mood persists in the style of a military march. It is 
very different from the painful emotion in the original version. With some 
parts of the music dominated by the trumpet solo, a sense of victory 
prevails. The song 'Don't ruin it' is included in this analysis because the 
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song is included in another recording 'China Fire' [55] which was an entry 
in the Billboard. 
ii] Incivility 
Public incivility has become a social problem in China. There is no 
mutual respect, while lack of courtesy in social interaction is not 
uncommon. According to Link (1992: 113), the root of the problem lies in 
the structures of society: "jealousies are bred by the work-unit system, 
mutual suspicion springs from fear of informants, and the hypocritical 
language game builds cynicism." In such a system in which social relations 
and trusts are severed, courtesy between people no longer exists. 
The anger in encountering such incivility is found in the song "Leave 
me alone" (Bie chanzhe wo). The character is telling his audience in the 
narrative to be more polite and courteous, and he says that in a new China, 
social relations should be equal. 
I don't want to talk to you anymore 
Now I'm really furious 
You have been veiled in the colour of hypocrisy 
And have become a detestable character 
Do your job better than anyone 
Change your attitude so that it becomes acceptable to others 
You and I are equal 
Leave me alone 
Don't make me sad 
This is a new China 
I don't want to say anymore 
Is it that you must talk in so rude a manner 
、Where do such rules come from 
May be you should go to learn what is courtesy 
So that you will not be blamed [56] 
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d.The Experience of Growing Up 
The three songs that would be examined in the following are about 
the experience of growing up: the loss of childhood ignorance, rebellion 
against parents during adolescence and a sense of indecisiveness towards 
the future and the outside world. 
i] anti-patriarchism 
The story of 'Sister' (Jiejie) is about an adolescent who shows an 
intense hatred for his rascal father. In the narrative, a sense of patricide 
prevails. He hates his father to the core and wants to beat him up as he 
considers him ’a rival' and a scoundrel, and he pays no respect to him. The 
fatherly figure is a symbol of violence and suppression, a tyrant and a 
representation of totalitarian power. To rebel against this authority, the 
character breaks away from home and goes wandering. 
This winter the snow has not yet come 
Walk on the road with eyes unblinked 
My heart is beating tenderly 
You should praise me today because I'm very obedient “ 
My clothes are wider 
You say I look quite smart 
I know that when I stand in the crowd, I'm quite stupid 
My dad is always drinking liquor and he is a rascal 
Before he died he was no longer sad and striked his fist 
He sat on the stairs and was already old, no longer a rival [57] 
After the death of his father, he wants to go back home in union 
with his sister. His sister is a symbol of motherly love and tender care. She 
is of the same generation with the character, she is the one to be trusted 
and hoped for. [58] ‘ 
Sister, I saw the tears in your eyes 
You want to forget that man who rapes you and who he is 
、They tell me that women are tender and they like to cry 
Say that this is very beautiful 
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Oh! Sister! I want to go home 
Take my hands, I am a bit tired 
Oh! Sister! Bring me home 
Take my hands, you need not fear [59] 
This home will no longer be the same as before, and the young man 
and his sister will not kowtow to any authority and suppression. This is the 
home that the wanderer searches for. And such a wandering constitutes a 
significant experience for the growing up of this character. He becomes 
stronger in will and personality, so that after wandering, he tells his sister 
not to fear anymore. 
ii] Wandering 
In 'Go away' {Zou ha), to go wandering is to broaden one's 
knowledge about the world. In the story, there are two characters, one is an 
old man and another a twenty-year old young man. The old man tells the 
youth to leave the place so as to know more about what's outside. 
Go away 
Don't stop before my door 
Go away 
Don 't look at my trembling hands 
Don't ask me if I'm lonely “ 
Don 't stop before the mountains during rainy seasons 
Go away 
Don 't look at my wrinkled face 
Go away [60] 
The old man had seen many places and had a lot of experiences 
about the world, as accounted by the youth about what the old man has 
told him. 
You said you have left home for a long time 
By the seaside 
you saw the daughters of the fishermen waving their hands at the ocean 
At night in the desert 
You saw the tender eyes of the camel... 
You said you've gone to many places [61] 
、 ' 
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In Chinese, there is an idiom: T o read a lot of books is no better 
than to walk a lot of roads' (DM wanjuan shu burn zou wanli lu), that is, to see 
for yourselves is better than read it in books. Because one can experience 
more deeply, thus wandering is a good way of enhancing knowledge and 
accumulating experience for this young man. 
iii] The Loss of Childhood 
In ’BPMF, the character laments the loss of the simplicity of 
childhood life. When one is small, what one has to do is to study well and 
follow the instructions of the teacher. Children are well-cared for by parents 
and the relations among young friends are sincere and affectionate. But 
when one grows up, the happiness, warmth and attention experienced in 
childhood will be lost. 
(By the narrator's voice) 
At seven I go to school 
Learning Chinese and Maths 
Basking in that sunlight and rain dew 
I think that I'm going to become a tree 
If don't want to be ridiculed 
One ought to study well Chinese and Maths 
(By an old man 's voice) “ 
Open your book 'Language Vol.1' 
Please follow me and recite aloud 
Buo Puo Mm Fuo, De Te Ne Le 
Buo Puo Muo Fuo, De Te Ne he 
(By the narrator's voice) 
I have never distinguished what is suffering 
Probably it is reciting A.E.LO.U. 
Till then do I know what is loneliness 
No longer will there be anyone to beat my hip... 
They say I'm already mature 
But my I.Q. is less than 250 
I want to go back to the beginning 
If you don 't give me apples I don 't care 
I want to have a 'flu and a temperature 
So that there will be someone to care for me 
Who loves to sit beside me in primary school 
Ought to be very happy [62] 
I 
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In the narrative, the character wants to go back to this kind of simple 
life although he has already grown up. What he learns now is no longer 
what he has learned at childhood. To learn Chinese pronunciations by 
reciting the phrase ’Buo Puo Muo Fuo, De Te Ne Le' at school also 
represents a different era. Now, English is deemed as important as 
Mandarin after China entered the international realm through doing 
business with the world. So, he has to study 'A.E.LO.U', though he feels 
lonely without friends sitting beside him. 
e. Love .. 
Love has been a universal theme in music irrespective of cultures 
and boundaries: love between sexes, fraternal love, conjugal love, brotherly 
love, parental love or love for children have always been topics of songs. 
The subject of love in Chinese rock 'n, roll is not unlike love songs of other 
places and cultures, but most of them are confined to love between men 
and women. Somewhat deviating from the Communist culture, rock music 
in China does not portray love and loyalty for the party, nor does it express 
love for the nation or country leader. Love in these songs is mainly . 
individualistic in nature, focusing on topics like attractions between men 
and women, the yearning and waiting for love, the sorrow in the departure 
of a lover, the passion and desires of love, and at the same time criticizes 
the lack of real love and inauthentic relations. 
i)Yearning for love 
Songs in this theme depict the craving for love and waiting for its 
coming. The focus is mainly on the feelings and desires of the narrator. 
With nothing about the lover described, the centrality of "1’ is emphasized. 
In "Don't hurry" (Bu yao cong mang) and "No easy words" {Wo bu neng sui 
bian shuo), the characters have been anxious with imagination and fantasy, 
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thinking of how to begin a relationship and in fear that love will be lost: "I 
have too much fantasy about love, but don't want to be over demanding" 
[63], "Don't hurry/ Let her belong to you/ Fear that she will go away/ Are 
you in a hurry/ Hurry in imagination" [64]. 
While in the songs "Don't go hiding" (Bu yao tao bei)[65], "A little love 
for me" (Gei wo yi dian ai) [66] and "Stand by me" {Kao jin wo) [67] , love is 
earnestly needed by the characters to begin a new life: "Give me your eyes/ 
Let me look at a new world/ Give me your air/ Let me breathe in warmth" 
[68]; "A little love for me/ Let me stand up/ A little love for me/ Let me look 
clearly"[69], "Come near me/ console me/ understand me"[70]. Love is here 
depicted as giving one's power to unite with the world and to resume 
confidence. 
ii) Frustrations with love 
The break-up of a relationship or departure of a lover often 
constitutes the reasons of frustrations with love. All the songs with this 
theme are melancholy and lonely in mood. In "Take Care" (in English title), 
the character wants to forget the love that could not be regained by going to' 
sleep. 
Take care, I want to sleep 
Take care, I want to sleep... 
At 2 AM. please think of me 
And talk with me about loneliness 
After I went to sleep, someone told me that 
You have cried, you have regretted 
You have smiled, and have forgotten. [71] 
A similar feeling of sorrow is also experienced in "Please don't cry" 
(Pa ni wei zi ji liu lei) in which the narrator is anticipating a separation. 
Don't need to say good-bye 
Let me recall in the dark 
• My dream will no longer be colourful 
Don't need to say good-bye 
I will cherish our immaculate love that can't be taken away by you.[72] 
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What remains is only a beautiful memory of lost promises and 
foregone happiness, which is the main theme of a very popular piece of 
rock music in China: "Don't break my heart" (in English title). In the pop 
rock fashion, this song is relaxing and sexy in mood and European in style, 
with English phrases like "Don't break my heart" and "Oh Baby" 
punctuating the song. 
Oh Baby 
Don't break my heart 
And be tender again 
Not willing to see your reticence 
I wait alone, and silently tolerate 
Happiness always appear in my dreams 
What you've owned is your body 
The charming beauty 
What I've owned is my memory 
splendid feeling [73] 
In "Forever yours" (Yong jiu de deng ni) [74], the character suffers in 
loneliness while waiting for his lover who has gone away for three years 
and has never come back since then. It is a great love because he promises 
to wait for her forever. 
Moreover, a sense of poetic sorrow is depicted in "The Moon Hangs 
High" (Yue meng) and "The Solar Car" (Tai yang che) [75]. The maiden in 
"The Solar Car" hopes that the vehicle of the sun will bring her feelings of 
sorrow and passion to the man she loves. While the man in "The Moon 
Hangs High" laments alone at the loss of love, and tries to recall those times 
of happiness and sorrow in his memory. 
How can I forget 
Those times when you are by my side 
How many times of happiness 
How many times of sorrow 
The wind passes by 
The clouds and shadows are like dreams ... 
I want to caress you 
‘ I want to caress you [76] 
87 
Hi) Wild love 
Traditionally, the Chinese have always been more conservative 
about love in comparison to the West. Love was often a matter of familial 
and status compatibility rather than romantic love between individuals. But 
in recent years, the attitude on love has changed a lot, and it has been more 
open and liberal, especially for the younger generation, who consider love 
to be a personal matter which should be determined by themselves. The 
conventional wisdom is that sex before marriage has become more common 
in China, though still a taboo to be openly discussed and admitted. 
Rock music in the West has never been reticent about the subject of 
sex, which is not without association with a liberal attitude toward sex. The 
situation in China is very different: sex is rarely mentioned, and songs 
which depict passions and feelings like "When will my love return?" {He ri 
jun zai lai?) have been regarded as 'pornographic' in the past. To mention 
sex is not only impossible but also politically implausible. Since any music 
for publishing requires official approval, any songs which have sexual 
descriptions would most probably be censored and not allowed to be made. 
In the following, three songs are examined. These songs are 
reflections of wild and feverish passion for love, but some might include 
allusions to sex in the lyrics. 
In "Loneliness is like wildfire" (Jimuo shi yituan liehuo), there is no 
mentioning or reference to sex, but the passion for love seems to burn 
inside. 
I see you, you see me, both of us are 
silent, 
My heart calls out, the sun's already 
set, 
In its rays you're far off, your 
shadow long. 
Hey there! Please slow down, I just 
want to say ... 
‘There's too much to say, so best just keep silent, 
My heart calls no longer, it has sunk 
with the sun. 
88 
In the sunset I'm far off too, my 
shadow twisted, 
Hey there! Don't stop me, I've got 
nothing to say. 
Perhaps it's just life, only happy 
when all's lost, 
Together we're got nothing, apart 
there's nothing to do. 
I daren 't think of the past or present, 
so I'll just drink alone, 
Forget day and night, there's no right 
or wrong. 
If you 'd sit before me, I would tell 
you all, 
Though words made no difference 
and you never listen. 
Loneliness is like wildfire, broad as • 
heaven and earth 
Burns away joy and sorrow, as well as my shackles. [77] 
While in the song "In your eyes" {Yan guang li), passion exists but the 
relationship and manner of love between the characters are ambiguous. 
There is a fire burning in my eyes 
The fault originates from being too young • 
Your eyes look wetly at me 
It seems that you want something 
If you need me then come to find me 
I bring you home and get replenished and have your thirst quenched 
Time is like running water 
If possible drink as much as you can “ 
I just want to be happy, happy [78] 
Love is burning in the hearts of the characters, but what is meant 
when the lover 'wants something' is not clear. Why the character brought 
her home, as one knows, will not simply be a matter of getting her 
'replenished' and giving her something to drink in order to solve her 
problem of thirst. Such types of 'hunger' and 'thirst' might be an allusion to 
sex, as sex is often equated with thirst and hunger as a basic desire and 
instinct. And the use of the term in the lyrics for 'happiness' in Chinese is 
ktMi huo, a term mainly used in an informal way to describe those who lead 
a debauched way of life. Here, it probably points to the joyful sensations 
involved in sex. 
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In "This space" {Zher de kong xu), the reference to sex is more obvious 
through the narrator's account of his loneliness. 
You're only for me and I'm only for you 
We're nothing but a pair of dried shrimps ... 
The sky is like a wok, the surrounding is a desert 
You are a dried well, but the deeper the more beautiful 
The flame in my heart, the sweat in my body 
Is real sun, real spring water 
In this space, there is nothing new 
Just like my love towards you is no longer a secret 
I look at you, but can 't see through you 
Who knows that this going in and going out is but a boundless solitude [79] 
In this narrative, there is almost no mentioning about the element of 
love in their relationship. Nonetheless, an image of sexual activity is evident 
from phrases such as the shape of a pair of 'dried shrimps', the 'sweat in my 
body'. According to Zhao Jianwei (1992: 286), the phrase 'going in and going 
out' (Jin jin chu chu) is used colloquially by the younger generation to mean 
sexual intercourse. Wanting to have sex but avoiding to mention it 
explicitly, young people will use this euphemism at night and ask whether 
the other would want to 'go in and go out'. 
iv) Inauthentic love 
The attack on hypocrisy has been a main theme of rock music in 
China. In this thesis, this theme has been mentioned in other modes of 
narratives, and under the heading of love, this subject also occupies a 
position. 
Hypocritical love is presented in the song "Solution" (Jiejue). 
Though we do not have much feelings towards each other 
But whenever I kiss you I have to show my feverish passion 
Yesterday I looked at this world coolheaded 
But today though I open wide my eyes, I can 't see you clearly. [80] 
‘ L o v e in such a way has no meaning at all. People just put on a mask 
and pretend that they are in love, they kiss and express their passion, 
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notwithstanding that these are empty actions without true feelings, and 
they do not have deep understanding of each other. 
In "Dry your tears" (Cha chu yan lei), the character is suffering in pain 
and desperate about the lack of true love. He is in a state of sorrow as he 
cannot understand why there is no sincerity in love, though he still misses 
the beauty of his lover. 
I know that she is beautiful 
But true feelings have 
Never been learnt 
Why people are like that. [81] 
In "Understanding" (Tihui), relations of love are shattered because 
love only lies skin deep, the relationship works out merely for the sake of 
satisfaction of one's basic instincts. Lovers can break up any time, and 
partners can be replaced and substituted at will. Love is not unique, it 
works just like a game: if you want to play it, just play the role of a lover, 
and if you don't, just take off this demeanor, because anyone can take up 
your role. 
Just leave when I want to leave 
As you no longer need me 
The satisfaction of basic instinct “ 
Has already been gained by you 
There are a lot in the opposite sex 
And you must have a lot of experience with them 
Without me you can still have a new encounter 
Why speak about love and speak about what one has gained 
How much sincerity can be found in this world 
If you want to get it you must search for it patiently 
If you cannot find it then you need not think of it any more [82] 
If love does work like a game with each person standing firm on 
their own position, such that one can play and withdraw from it without 
regrets, one could not possibly believe that this is real love, as love requires 
an investment of feelings and emotional intimacy. 
In the song "Shameful" {Wudi Zirong), the character adopts a carefree 
attitude towards love, as he can't be too serious about it because he finds 
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that people are so aloof and there cannot be true love. So, in encountering a 
pretty woman, his position is one of relaxation and abandonment, while he 
no longer is serious about love in fear that he will get hurt again. 
In the ocean of people 
I see you again 
You are still charming and beautiful 
Relax slowly, abandon slowly 
Don't care anymore. [83] 
On the whole, the themes in the mimetic mode are concerned with 
two aspects, the personal and the social. These two major aspects in fact are 
not so clear cut. For example, the confusion and feelings one experienced 
subjectively in an identity crisis is also a collective problem. Inauthenticity 
and hypocrisy of love is just a facet of the problem that the society lacks 
genuine social relations and personal trusts. Incivility between persons is 
also a reflection that the country has lost its courteous spirit. The depiction 
of war and the compassion for ignorant victims is a call for more attention 
paid to peace in the world. 
/ * 
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3. The Leadership Mode 
There are all together six songs (10%) which are classified in the 
leadership mode. Themes within the leadership mode are almost an 
antithesis of those in the ironic mode. Ironic characters are often tragic 
figures in shackles of constraints and sufferings, estranged and alienated as 
dupes without subjective feelings and personality. On the contrary, the 
leadership mode paints a picture of youthful boldness and exploratory 
spirit. The 'leaders' are confident and active in pursuing their goals, their 
personalities are strong, their will is invincible. They are no longer satisfied 
with playing the roles imposed on them by tradition or history. 
If the content of lyrics reflects the social reality or the character of 
the nation, one might question if such a contrast of themes between the 
ironic and the leadership mode is paradoxical. In fact, the leadership mode 
is but a continuity of the ironic mode, or a self-reflection on one's life, the 
past as well as the future. If the ironic mode is a conception of social 
problems in terms of suffering and pain, the leadership mode is a 
consequence of self-reflection and contemplation after all those constraints 
and frustrations. Therefore, themes in the leadership mode are not 
inconsistent with the whole picture of social reality. The mode is but one of 
a brighter splash of colour on the palette. 
a. The Exploratory Spirit 
A heroic spirit is found in the three songs under the leadership 
mode: 'Nanniwan', 'Opportunists' and 'To Startle with the First Call'. 
An optimistic vision is embraced in the song "Nanniwan" (Southern 
Muddy Bay). It was originally a Communist revolutionary ballad with a 
beautiful folk tune, later set in rock 'n' roll style by Cui Jian. The song 
mainly portrays a poetic picture of the place Nanniwan. It has splendid 
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scenery, with flowers everywhere. It is also rich in cultivation and 
production, with abundance of cattle and sheep. It is almost a land of 
Utopia. 
Listen to me sing a song, 
Sing a song, 
With my basket of scented flowers. 
I come to Nanniwan: 
Nanniwan is a fine place, 
A fine place, 
With its charming landscape, 
With its charming landscape. 
Everywhere fine crops flourish, 
Everywhere cattle and sheep graze. [84] 
Nanniwan was originally a place of wilderness. It was sparsely 
inhabited, with little agriculture and farming. But after the coming of the 
Communists, this wasteland was transformed into a rich cultivated area 
after much hardship and difficulties. 
Nanniwan in the past 
Was nought but barren hills, 
Where no human dwelling could stand. 
But the Nanniwan of today 
Is beyond comparison, 
Beyond comparison, 
The Nanniwan of today 
Is truly beyond comparison. “ 
Unlike the past, 
'Tis a fertile land like the Southern Yangzi. [85] 
The song was sung by the people to praise the Communist Brigade 
No.359 which helped them with their tillage and cultivation. However, this 
rock 'n' roll rendition of Nanniwan has obliterated its original intention to 
praise the Communists as the last stanza was omitted which addressed 
their praises of the brigade. The following is the dropped stanza. 
Upon this rich land like the Southern Yangzi 
Fresh flowers bloom all over the hills, 
All over the hills. 
Let us learn from Nanniwan 
And spread its prosperity, 
Spread its prosperity. 
• To the model Brigade No.359, 
Diligent in study and cultivation, 
Let us go forward 
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To present our flowers. 
Let us go forward to present our flowers. [S6] 
Rather than confining this song to extol the party, what is 
meaningful to the people now is its exploratory spirit and the courage to 
start from nothing. This spirit is intended by Cui Jian: "That ["Nanniwan"] is 
a sublimation of spirit, because the background was that the brigade had 
come to a wasteland, they are controlled by hunger, but with no food, no 
clothes, so they cultivated their own land ....when a man has nothing at all, 
and when something has got to be done, then he finds he will at almost 
anything, this is the same as the tradition of "Nanniwan" (Lie Fu, 1991: 24). 
The exploratory spirit behind this is the reason for classifying this song in 
the leadership mode. 
This spirit of exploration and courage is also found in the songs 
"Opportunists" {Touji fenzi) and "To Startle with the First Call" {Yiming jing 
ren). 
The song "To Startle with the First Call" is simply the story of a 
youth who remains unfaltered in the face of difficulties and failures. A 
sense of youthful vigor and unbending resoluteness is conveyed: 
I won 't brook endurance to keep me silent “ 
My blood will not be tears 
I stand firmly on no kowtowing under the roof.... 
I'd rather have the scars of failure 
If you are tyrannical, you won 't cut off your own head 
If you have the courage to go up the mountain, you are a newly born hull. 
[87] 
On the other hand, "Opportunists" expresses one's confidence in 
facing opportunities even though they might be 'chaotic'. In swift and hasty 
rhythm, the rushing pace of the music depicts the sudden and unexpected 
arrival of opportunities. Most of the lyrics are recited in the rap style rather 
than sung, its declamatory tone seems to muster the audiences' support and 
mobilize their action. The echoes between the solo and the backing voices in 
the Latin-American reggae style resembles the proclamation of the 'leader', 
resonated by its 'followers' and 'supporters'. 
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Suddenly there was an opportunity 
Everything was empty, we had no goal 
Just like when our mothers gave birth 
And we weren't consulted at all 
What could this opportunity be in the end 
We still haven't thought about it too clearly 
But events have already rushed out of control, seriously 
We don 't have any experience at all 
And we don't like the past 
But our hearts understand how to keep going 
So there will definitely be some new results 
]Ne don't know if life requires techniques 
Or if we should just get busy and work hard 
Anyway, things have already started so we can't be afraid of chaos 
Oh, when we get any opportunity we have to express our desire 
Oh, when we get any opportunity we have to express our strength 
[88] 
A courageous spirit is far more important than anything in launching 
a novel bid. This expression of individual desire and strength is contrary to 
the Communist culture that desires are to be suppressed and strength 
should only be expressed in support for the party rather than for the 
individual's sake. The rebellious tone also derails from the Communist 
culture of conformity and collectivity. This split from the past is obvious 
from the phrase "..we don't like the past". The 'past' means tradition and 
history, which is at the same time a memory of constraints and suppression. 
b. Individuality and Non-conformity 
This confrontation between the past and the present, old and the 
new is vivid in the number "Please Walk the Pedestrian Way" (Qingzou 
Renxingdao). In the song, the narrator hears a dull, low-pitched male voice 
which tells her what rules to which she must abide: 
Please use the pedestrian way, and 
Sleep on time 
• Don't run around 
Don't laugh on the top of your voice 
Your behavior must be obedient, yet 
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Your body must be fit 
Don't worry you are too handsome, but 
Don't jump too high. [89] 
The tone of this tenor is not unlike that of the Thou shalt not丨 of the 
Ten Commandments though its content has nothing to do with morality 
and ethics. It is authoritative and paternalistic, it forbids this and forbids 
that. It outlaws any alternative 'road' that is not proscribed for the people. It 
dictates conformity to the rule and uniformity of character. People must not 
jump too high or they will be too outstanding. It is paradoxical that people 
must not 'run around' and yet they must be 'fit'. 
Such a philosophy towards life is in stark contrast to Western culture 
which encourages competition and striving to be the best. However, 
traditional Chinese culture emphasizes humility and harmony; this 
conception of human relationship is further strengthened by the 
Communist ideals that stress equal shares according to one's needs rather 
than based on one's ability. It's not important what one thinks, it is far more 
significant to act according to external demands like party regulations and 
walk in the footsteps of socialism. As a result, individuality is trampled and 
self-expression is given up, just as the female character says: 
I don't know how to be proud 
I don't know what is individuality 
I don't know how to be idiotic. [90] 
Nonetheless, much has been changed after China opened its door to 
the world. People's knowledge is broadened through more contact with the 
outside world. They could no longer be confined to their own way of living 
and thinking if they want to communicate and be a member in this 
international family. Young people are the ones most influenced by this 
new era of openness, most of them are more aware of their own thinking 
and de.test the traditional way of conformity and uniformity. This new sense 
of consciousness is asserted by the female narrator: 
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Till today can I understand 
There is not only a single pedestrian way 
Earth is far and the sky is high 
There is not only a single goal for one to seek 
I wanna scream, I wanna run 
I must get what I shall have gained 
How ludicrous is the past 
To walk the same road till they're old 
So much worries, so much impulses 
But my guts get dwindled day by day 
I'm already grown up 
My heart is higher than the sky 
We have our own way 
The world is so great, with countless amazement 
Your way is not the only one 
Let us seek together 
Let us burn together 
Let us burst into the world of freedom is my goal [91] 
In this new found world of freedom, the character finds her own 
individuality and ideals, free of traditional bonds and fetters. She reasserts 
herself by rebelling against the 'commandments' by 'screaming' and 
'running' which are originally prohibited by the paternal voice. She 
distances herself from the authoritative voice by pointing out that they have 
different directions and thinking: 'Your way is not the only one' and We 
have our own way'(Italics by author). A boundary is drawn between 'you' 
and 'we'. In her own space of liberation, she calls on others to join her: "Let 
us seek together / Let us burn together". In the narrative, the significance of 
the subjective "I" transcends over the objective role imposed by the external 
authority. This liberation from constraint is echoed in the song "No More 
Concealment"(Bw2fli yanshi), proclaiming that freedom is not something that 
is granted from above or by others but a basic human right: "My freedom 
belongs to heaven and earth". [92] 
c. The Authentic Self 
� A l o n g with this return to personal freedom and individuality is the 
call for an authentic self. It denounces hypocrisy and lies, and at the same 
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time calls for a genuine attitude towards life. This message is carried by 
"The Mask" (Nienpu) and "Like a Knife" (Xiang yiba daozi). 
In "The Mask" [93], although every one wears a mask to face the 
realistic world, beneath this complex image there is still a yearning for a 
genuine, honest world. The narrator tells the world to "take off the mask" 
and to "select your own world". 
An even more radical way of taking off the hypocritical mask is to 
cut it off by a 'knife'. In the song 'Like a knife', the tool is portrayed as a 
powerful weapon exposing hypocrisy and getting at the truth. 
My red red heart is gleaming ‘ 
Shining on these hands till they look black 
The guitar in my hands is like a knife 
It wants to cut my face till all that's left is my mouth 
I don't care who you are, my dear 
I want to trade you my blood for your tears 
I don't care if you're an old man or a girl 
I want to cut at your hypocrisy till I get my truth 
Zha, zha, zha ... 
The bare knife is gleaming 
Shining to expose that old man 's regrets 
He wrinkles his brows, pouts his lips 
I don't know if it's out of anger or being hurt 
Don 't worry, my dear 
We weren't born to be enemies 
But my rights are like a knife 
That wants to lodge itself in this piece of earth 
Zha, zha, zha ... 
Your naked body is gleaming 
Shining so that three generations of ancestors are ashamed 
You opened your heart 
And stretched out your hand 
You said what you want is just my sharp blade 
You 're crying, my dear 
I don't know if it's a weak beauty or strong 
Now my heart is like a knife 
That wants to go through your mouth and kiss your lungs 
Zha, zha, zha ,..[94] 
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But looking closer, we find that it is in fact not a knife, it is the guitar 
which acts like a knife. When the narrator plays the guitar and sings, he 
sings out men's hypocrisy because his mouth is the only thing that has not 
been cut off. 
This 'knife' is pointed and violent as portrayed, but given its function 
to cut off hypocrisy, who will be its object? Notwithstanding that the 
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narrator says he doesn't care who it is, it seems that he has a particular 
target, as he has mentioned "old man" twice. The 'knife' has made "that old 
man" regret, his facial expression reflects that he is either angry or has been 
hurt. If the function of this knife is to expose hypocrisy, then this 'old man’ 
must be hypocritical or has been used to telling lies, or he won't be 
damaged or affected by it at all. The function of this 'knife' even makes it 
the enemy of whoever it targets : "Don't worry, my dear / We weren't born 
to be enemies". The use of the term 'old man' or laotouzi is politically 
sensitive, because people often use this term to refer to the elder party 
leaders in power. In short, this 'old man' is a symbol of party authorities. 
But what relationship exists between the party and telling lies? Su Wei 
(1990) coined the Communist Party as a 'system of lies'. He cites the 
suppression of the student democracy movement in 1989 as an example of a 
lie told by the Party. Though the crackdown of the students were broadcast 
to the world, it was claimed by the Chinese government that no student 
had died (Su Wei, 1990: 14-15). This discrepancy between the reality and 
the official constructed image, Su says, is due to the political culture that 
public discourse is created for the preservation of monopolistic power, 
rather than for communication between the people and the state. 
If the function of the party organ is to tell lies rather than the truth, 
its words will be empty and useless. Therefore, the narrator, who claims 
that it is his right to know the truth, will not be able to know it by just 
listening to what the old man says, but he must 'go through one's mouth 
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and kiss one's lungs', as there is an idiom in Chinese: "fei fu zhi yan", which 
literally means the talk from the lungs and bowels. The lungs are believed 
to be the places from which one will speak the truth and conscience. 
The call for authenticity and sincerity in these songs is actually a 
product that finds its roots in the political culture and social relations in the 
country. To be honest and sincere is deemed more precious in a place 
where simply speaking the truth is far more dangerous than attacking the 
government in democratic countries. 
Songs in the leadership mode express a critical spirit towards the 
historical past and weaknesses in the Chinese character. A new exploratory 
spirit is called for in order to meet societal changes. The liberation of 
individuality is found in 'Please Walk the Pedestrian Way' by protesting 
against the paternal order. While T h e Mask' and 'Like a Knife' is also a 




4.The Romantic Mode 
The Romantic mode comprised 18% (n=l l ) of the total sample. 
Narratives of the romantic mode envision a world unfamiliar with that of 
the mundane. It is strange and exotic, mysterious and fantastic. The space 
and time in the picturesque stories are often imagined and created. The 
characters are fictional and unreal, often transcending that of the human 
world: the crying beasts, the resurrected ghosts, the heroes from the ancient 
world, the talking bridge and the fake monk. The imagery is sometimes 
Utopian with the character in unison with nature, but at other times, it 
might be savagery with visions of hell and demons. Listening to songs of 
the romantic mode is like taking a voyage into Alice's Wonderland, 
anything peculiar and surreal is before one's eyes, like a schizophrenic 
person who has dreams without perceived reality. 
According to Frye (1957:60), the romantic mode has a tendency to 
depict the 'psychological or subjective states of mind'. By this, we will try to 
examine the mental images of the characters and see what this imagination 
means. 
a. Nostalgia for a Glorious Past 
A sense of paradise lost is obvious in the three songs: 'Return to 
Tang Dynasty' (Meng hui tang chad), 'Yangzhou Road in Flames of War' (Feng 
huo yang zhou lu) and 'Ancestors' {Zu xian). 
In 'Return to Tang Dynasty', the narrator dreams of going back to 
the Tang Dynasty where he finds a world of peace and perfect harmony. 
By the lines on the palm, destiny is inscripted 
Tonight awaken from drunkenness, but with no dreams 
By destiny I walk into myth 
And return to Tang Dynasty in my dream 
"Tonight the bright moon is shining in my cup 
The men are busy with cultivation and the women with silk weaving 
Tonight the bright moon is shining in my cup 
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There are treasures from the earth and heaven, while 
Men are outstanding and the land is rich 
Tonight the bright moon is shining in my cup 
The paper is fragrant with the ink splashing 
Poems and rhymes are so abundant that can fill a lake 
Tonight the bright moon is shining in my cup 
The glory of heroism shines through. [95] 
The Tang Dynasty (618-917) is regarded by the Chinese as a golden 
era in the history of imperial rule. It was a period of domestic peace and 
prosperity. A stable economy had led to the flourishing of cultural activities. 
Painting and architecture of the Tang Dynasty had great influence and 
impact on later development. In poetry, an abundance of poets appeared, 
such as Du Fu, Li Bai and Bai Ju'i, who were among China's greatest poets. 
In the words of Arthur F. Wright (1976: 17): 
The Tang capital — by far the greatest city in the world — was 
indeed the radiating center of power and culture for the whole 
of Eastern Asia, the source for the most modern institutions 
and techniques, the most advanced ideas, new styles in 
literature and art and so on down to the latest in clothing and 
hair-styles. In extent of power and brilliance the Tang empire 
was unprecedented in the history of Asia and perhaps of the 
whole world. 
Basking in this period of brilliant history of China, the narrator is 
distanced from the 'here and now' of the everyday life. Believing in 'destiny' 
and 'fate’，the unalterable reality makes him retreat into his Utopian dream: 
"By the lines on the palm, destiny is inscripted", "By destiny I walk into 
myth". 
Desperate about reality, he is content to stay in his dreams instead of 
awakening to the real world, where the dream of Tang Dynasty will be lost 
and the 'bright moon' will not shine in his cup. 
Tonight the bright moon is not shining in my cup 
There is no singing and dancing 
Because of that fragmented story 




The tale of the Tang Dynasty will then become 'fragmented' because 
• in reality, one cannot possibly find the same story as that experienced in the 
glorious past. 
In the other two songs "Yangzhou Road in Flames of War" and 
"Ancestors", heroes and warriors on horses at battle in the ancient past are 
the figures cherished and admired. 
The lyrics of "Yangzhou Road in Flames of War" [97] are borrowed 
from prose written in the Southern Song Dynasty (1127-1279) by the famous 
national poet Xin Qiji in 1205. [98] The poem is divided mainly into two 
sections. In the first part, the poet laments the lack of heroes in his time. 
Then he depicted the heroic acts of historical figures like Xuan Quan, who 
established the state of Wu, and Liu Yu, who united the southern parts of 
the Yangzi River and became the emperor of the Southern Song Dynasty. In 
the narrative, there is a rich description of the gallantry and chivalry of Liu 
Yu, who was depicted as carrying pointed weapons and fighting on the 
back of an armoured horse. His brilliancy and dauntless bravery was 
compared to a tiger who swallowed up all the enemies and opponents. 
But in the second part of the poem, he criticizes the lack of care in 
handling military affairs by the son of Liu Yu, which led to failure in battle. 
Then the poet recalls the past when the army heroically fought against the 
Jurgens on the Yangzhou Road, and how the heroes succeeded in the 
northern expedition, which all became just a memory. On the whole, this 
poem is a moving picture which cherishes the heroism of past heroes and 
laments its loss. 
This message recurs in the "Ancestors". In this narrative, no time 
and space is specified though the title says that it is the past that 
contextualizes the lyrics. The same kind of heroism and boldness of the 
warriors like that in the "Yangzhou Road" are described. 
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Cover me, penetrate my clothes 
Pierce me, until my blood flows 
On my head, is my yin and yang 
During my flight, I see black and white mix and vibrate 
Come on, lean on my saddle 
Come on, pass through the walls of the tombs 
Come on, this is your wildest dream 
Come on, the magic will be immediately exposed 
Long live thousands of years 
Kill all rebels 
Long live thousands of years, 
Seize the throne 
Long live thousands of years 
Kill all rebels 
Long live thousands of years, 
Seize the throne 
Let the blue sky fill with flames 
Let the mountain and rock crack [99] 
Radical and violent in feeling, the actions are cathartic. However, 
such a dream of heroic fantasy can only be imagined but could not be 
realized. As the narrator says, these heroic 'ancestors' could only be found 
in the 'glorious memory'. 
Where can I find that ancestor who 
Raised the whip on the running horse? 
When the shooting star dashes across the sky at night 
Innumerable spirits arise 
Embrace tightly the glorious memory. [100] .. 
The three songs mentioned above show a cynical view towards the 
leadership. They traveled to the past in search of glory and legitimation 
which are lacking in their own times. 
b. Anarchy in the Demonic World 
Another theme in the romantic mode is hell and disorder. If the 
world is a system of order, the world depicted in "Dream of the Doomsday" 
{Shi ji muo zhi meng) [101] and "Legend" {Chuan shuo) [102] is a total 
negation and refutation of the real world. This 'world' is not inhabited by 
human beings, but strange objects and wild beasts of all sorts: the fierce 
wolf, the dragon, the ugly beasts, the corpses, the resurrected ghosts, the 
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insane ....etc. The smell of death is everywhere. Along with this, natural 
objects which symbolize life and energy like the sun and the blue sky are 
veiled. The picture is bloody and violent, with beasts fighting and killing 
each other. The moral and ethical order is destroyed as both narratives 
depict the molestation of virgins by beasts. 
The spirits rise up from the piles of corpses 
Climb up into the heaven and earth 
The clear, blue sky is dominated by the devils 
Darkness gather upon the earth 
The sun hides beneath the chaotic clouds and mist 
The god of death has arrived 
The wasteland is filled with splinters 
Violence has widely opened its pointed, bloody teeth ‘ 
The sky collapses and the land cracks 
It is filled with the mood of killing. 
Strong wind and violent rain is pouring on the land 
It rocks the mountains, rivers and houses flat 
Devils are pouring out gleaming red flames 
The maiden is by the side of the ugly and relentless beast 
Virginity is molested, the look is askance 
Wisdom and demons embrace each other 
Civilization is destroyed, the century ends. [103] 
What remains is a land of ruin and wreckage, civilization is 
destroyed and burned. Justice no longer rules as the ghosts celebrate their 
triumph and victory in conquering the world. 
We are the resurrected demons 
Crazy wilderness is our weapon 
We are the resurrected demons 
Controlling the ocean and the land 
Hey-yo-hey 
The resurrected demons 
Hey-yo-hey 
Ruling this world. [104] 
The hell is totally opposite to the social world, in which the former is 
the place where fire is burning everything that is left in the human world. 
Relationships of all sorts are shattered. There is no longer any relationship 
between objects, and the objects no longer carry any function and status 
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assigned by the social world. This haunting picture is itself a sensational 
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mental voyage of vandalism and internal rebellion. The feeling is crude and 
wild. The songs reflect a state of mind which find no identity with the 
world because the world has been turning up-side down. 
c. Union with Nature 
Nature itself is a symbol of peace and freedom. It endows no 
external values on human beings. Its wilderness is a contrast to human 
civilization, it is mysterious because no one knows why the universe exists 
and what its purpose is. Nonetheless, the physical nature represents the 
roots of human nature, it is from nature that human beings find their origin 
and history. 
There are a few common points about the three songs which carry 
the theme of union with nature. All the characters are tragic and alienated 
from the social reality. They are frustrated with the real world, so they set 
off into nature. Nature becomes an outlet of freedom for them to express 
their true self, their passion and feelings. Nature is the solution to their 
problems. Nonetheless, this 'solution' is only imaginery. 
In "The Sun" {Tai yang), the character stands alone in the Gobi 
desert, feeling that life is empty with no direction. He is in a state of 
existential crisis as he cannot find any meaning in life. 
When I face this uninhabited Gobi desert 
I forget myself 
Though waiting for so long 
But when I see you, I'm still surprised 
So many excitements, so many sighing 
Life is ever more meaningless 
So I begin to trust you, like trusting 
The ancestors who are equally mysterious. 
When I face this uninhabited Gobi desert 
I raise my head and look at you 
Your serenity goes through my wandering heart 
Emasculate my chronic loneliness 
Your existence is not only a legend 
‘The myth of the people has passed on for so many centuries 
You see a boundless desert with a bit of green 
You see a human being becoming old and pass away [105] 
107 
His philosophy on life is gloomy and sadistic, seeing that a human 
being is but a process of 'becoming old and passing away'. Everyday he 
goes to work and gets busy but has no knowledge of what he is doing or 
where he will go. He totally loses his faith in the world as he begins to 
doubt if god is dead. 
When I face this uninhabited Gobi desert 
I feel that my heart is thumping 
Tell me, where are we coming from 
Who we are and what we are doing 
Tell me, why so busy 
Yet we don't know where to go 
Seeing that the blue sky is dominated by you 
Tell me if there's really a god. [106] 
He begins to beg an answer from the sun, which he regards as the 
supreme ruler dominating the sky. 
Sun, where are you? 
Sun, where are you?[\07] 
At last, he finds his own liberation as he comes into unison with the 
sun, which is full of energy and brightness. Basking in this light of hope, he 
resumes his self-confidence to face the world as he no longer fears of 
'confinement'. 
When the red hot flames swallow this land 
Life rushes out of the body 
My empty heart is filled with your flames 
With the conquering lava 
Don 't ever think of placing darkness before me 
The sun has already grown beneath my heart 
No longer have the fear of confinement 
The galloping spirit is flying up the sky 
Sun, I'm here 
Sun, I'm here. [108] 
The confidence in self is equal to the presence of the sun in one's 
heart. No longer searching for the sun, he answers in the confirmative 
manner: "I'm here". 
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In "Nine-Fourth" (Jiu pai), the character invests his dreams on the 
moon. Similar to that of "The Sun", the character in this narrative finds 
himself extremely annihilated from the real world. Like a schizophrenic, 
chaotic dreams and hallucinations perpetuate his mind. He cannot even 
distinguish himself from the moon, and says that the moon belongs to him 
alone. 
Who gives me a cup of bitter wine 
I'm never aware of this 
The fragmented past still exists 
But my brain is paralyzed 
In the past I have been accustomed to idleness in thinking 
I only think of my moon 
The consolations I gained from telling lies 
Still tortures my thoughts. 
The moon, the moon, the moon which belongs to me 
The moon, the moon, the moon which melts me. [109] 
He is experiencing a sense of schizophrenia because even when he is 
awakened from his dreams, he is not able to comprehend the reality. He 
intends to continue with his imagination like a drunken man. 
The mountain, when awake where am I? 
The water, when drunken we go together. [110] 
His state of estrangement is so intense that he has even thought of 
'suicide' though he does not resort to this solution. In the perspective of 
social psychology, suicide is the ultimate and extreme state of alienation. 
I don 't believe suicide will be the solution 
I'm already fed up with this gloomy sky and earth. [ I l l ] 
The moon as a symbol opposite the human world becomes a channel 
for this alienated man to air his grievances and true feeling. 
I want to show you my strength 
No longer bury my true self 
The passionate abatement of self no longer exists 
The desire of expression no longer suffocates 
I think that I have now used to expose myself 
And let off my feelings 
I want to walk into this boundless moonlight 
‘To feel that spirit and life of the future [112] 
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His hope is affectively linked to the imaginary world which is ever 
more secluded from the world as before. Anyway, such kinds of strength 
and energy derived from the moon are but a continuation of alienation 
rather than a pragmatic solution. The character intends to confirm his 
aloofness from the real world, given that his experience is but a 
discontinuity from the social reality. 
This experience can also be found in "The Soaring Bird" {Fei xiang 
niao). The character imagines himself as a bird flying in a world of 
wilderness. Here, he is one with the nature, the sky, the sun and the ocean. 
His only diet is the 'dream-made dinner' which offers him the psychological 
support. 
Every one must have ever dreamed to be a soaring bird 
Gliding between the sky and the sun 
To fly across that boundless wilderness 
And float freely above the earth 
Have a mouthful of dream-made dinner 
And dissolve the world in my stomach into blood 
To feel the flow of the ocean 
And dash against the clouds, the brain and the heart. [113] 
He is unwilling to return to the world of the mundane, because like 
other characters in the narratives with the same theme, the social reality 
makes him desperate and frustrated as he yells out painfully: 
Who binds us here to mourn alone 
Unable to raise our wings to fly a life with blood and flesh? [114] 
'Here' means the present, the now, the reality, which is different 
from his dream of being a soaring bird. He is totally dissatisfied with the 
'here and now' because his human nature is destroyed by being divested of 
'blood and flesh'. Dreams and imagination thus become a life-line to him. 
He sustains his dreams and imagination to create for himself a private space 
of freedom. 
Never an end to the dreams 
‘Never an end to the imagination [115] 
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The two phrases sum up the main essence of the characters of the 
romantic mode. The dreams as the solution to problems originating from 
the real and social world are at the same time a passive resistance against it. 
d. The Pastoral Utopia 
To depict life in the country or on the frontier often constitutes a 
significant theme in the romantic mode. In "A Plea in Life" (Yi sheng qi qiu), 
the story takes place in the idyllic pasture. In the narrative, the character's 
only request in life is to 'go to the end of the grassland' and there she 
spends the rest of her life with her lover. 
A sense of seclusion from the social world is constructed by going to 
a remote corner of the world. In the pastoral world, no one exists except she 
and her lover. The grassland is itself a far cry from the social world because 
what can be found there are the 'weeping beasts' and the 'pure river'. 
I want to go to the end of the grassland 
My lover is walking alone 
/4 weeping beast is by his side 
There is also a pure river flows [116] 
The cause for retreating to the wilderness originates from the social 
world. This is the place which makes the character lose her own 
individuality. 
I want to go to the end of the grassland 
And walk with my lover 
This is the life's plea in the cold wind 
The sun at dusk is no longer in sorrow 
No longer look at the eyes of others 
To live my own life 
No longer look at the patience of others 
Feel that I'm still young 
No longer look at city's dusk 
Feel that to go home is warm [117] 
In the social world, people are isolated and estranged from each 
other. Everyone is a stranger, everyone an alien. The loss of self is deeply 
felt: the character has to 'look at the eyes of others' and 'patience of others'. 
Therefore, in the idyllic world of the pastoral, she finds a place of her own 
. I l l 
where she can lead a simple life with her lover who is the only social being 
in this remote corner of the world. There, she has freedom and security, her 
place is the home and not the cold, bloodless city. And this is the only ideal 
to seek in her life. 
e. Fictional Characters and Objects Speaking 
Characters described above retreat into their own imagination or the 
pasture to escape from any burden and responsibility, while characters in 
the following narratives are non-committal by being another person or 
object. In the songs "Please let me have a quiet sleep" (Ran wo shui ge hao 
jiao) and the "False itinerant monk" (Jia xing seng), the narrator speaks 
through the mouth of another: one is a bridge and another a fake monk. 
The former is impatient with so much noise around him that interrupts his 
sleeping and the latter proclaims to the world the rules he has delineated 
for his interaction with others. Both of them are fed up with the world, they 
are tired and can be angry sometimes. To fall into another character is itself 
a way of expressing allegorically and thematically without gaining political 
sensitivity and criticism. These fictional characters also reflect a sense of 
transcendence over reality in order to escape from it. With unreal characters 
and objects, this might drive the listeners to go deeper beneath the words 
and objects and to grasp the latent meaning. 
The ’bridge, in the narrative "Let me have a quiet sleep" is called 
"Lugou Bridge". His deep, old voice keeps complaining about the noises 
around him. 
Don 't tell me if I look bad or good 
Don't ask me if I'm old or young 
Don't ask why it's called "Lugou Bridge" 
Don't blame me if I told you I know nothing 
Had enough of listening to them cry 
Had enough of listening to them laugh 
‘Had enough of flower carriages, cars and cannons 
Just give me the sounds of rivers flowing and of birds calling 
Let me have a comfortable, comfortable sleep (*repeat) 
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Flower carriages, cars and cannons 
People yelling, shouting, crying and laughing (*repeat) 
Please don't come to me with your nagging 
Just use your legs to go on walking 
If you go west it's a gloomy silence 
If you go east it's a warm reception 
Stop making all this noise 
Men and women, young and old 
You must know that my body has a lot of lions 
Honestly I'm in such a bad way 
Cos' I haven't slept for so long. [118] 
This bridge is so old and tired because since his 'birth' in 1189, he 
has already lived for more than eight hundred years. He has witnessed the 
history of China, he must have seen the wax and wane of dynasties, and 
has also lived in times of peace (the 'flower carriages' [which carries the 
bride] and the 'laughing') and war (the 'crying' and the 'cannons'). 
The bridge lies to the southwest of Beijing, and has been a famous 
tourist spot. Made of white stones, it is the largest bridge in the north of 
China, with a length of 266.5 metres. In the narrative, the bridge mentions 
that he has a lot of lions. Notwithstanding that it is angry and wants to 
be fierce, it does have a lot of lions'. There is a total of 485 rock lions on the 
bridge, with each lion carrying a different expression and gesture. It is also 
called the Marco Polo Bridge because the Italian voyager Marco Polo (1254-
1324) mentioned his admirability for the bridge in his travelogue, and 
praised it as the best and the most unique in the world. 
Aside from its artistic beauty, the bridge is a symbol of historical 
significance. It is reminiscent of the Lugouqiao Incident or the Marco Polo 
Bridge Incident which occurred on July 7, 1937. This was the day when the 
Japanese Army staged military provocations on this bridge. For the Chinese, 
it was called the July 7 Incident, because they would not forget this date 
which sparked off the Sino-Japanese War, a war of resistance for the nation, 
which lasted for eight years. The Bridge had its strategic importance in the 
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invasion of all of China. To get hold of this bridge also meant to the 
Japanese the control of Lugouqiao railway nearby, which gained them the 
access to rail communications from Beijing to the sea and to Central China. 
[119] 
The bridge is an historical monument witnessing the history of 
China. In the song the bridge is already too tired to experience the events 
around him, so he wants to evade any historical and traditional burdens 
laid upon him. 
In this century, the nation has also had enough of the political, 
cultural and social turmoil. To cite some of the major events: the collapse of 
the Qing Dynasty, the establishment of the Republican government, the 
rule of the warlords, the rule by the Nationalist regime, the Sino-Japanese 
War, the Second World War, the Civil War, the coming of the Communist 
Party, the set up of a socialist system, China's involvement in the 
Vietnamese War, the Proletariat Cultural Revolution and fall of the Gang of 
Four. In fact, what the bridge encountered was also what the Chinese 
experienced. These incessant political, social and cultural upheavals made 
the people suffer. A lot of lives were sacrificed in the wars and battles, the 
changing of political regimes also brought ideological changes. The nation 
had toiled in a state of change and adaptation for a long time. That's why 
the bridge as a symbol representing the nation wants to escape from all 
these burdens and have a quiet sleep. He wants no more trouble with the 
social world, he just wants to listen to the music of nature: "the sounds of 
rivers flowing and of birds calling". 
On the other hand, the 'false itinerant monk" evades his own 
identity by ceaseless traveling and wandering, so that he will not be posited 
by others as having a static place and identity. 
‘ I want to travel from south to north 
And I want to travel from white to black 
I want everyone to see me, without knowing who I am 
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If you see that I'm a bit tired, then pour me a bowl of water 
If you have already fallen in love with me, then kiss me on the mouth. 
I have these two feet, I have these two legs, I have these thousands of 
Mountains and ten-thousand rivers 
I want to have all there is 
But I don't want to hate or have any regrets 
If you want to love me, don 't be afraid you will regret it 
One day I will go far away 
And fly as high as the sky 
I don't want to stay in one place 
And I don 't want anyone to follow me 
I want to travel from south to north 
And I want to travel from white to black 
I want everyone to see me, without knowing who I am 
I just want to see your beauty 
I refuse to believe that ghosts exist 
And refuse to set myself against anyone 
You should not want to know why I really am 
Nor to see that I am empty and unreal ... [120] 
• 
In Chinese Buddhism, a monk should possess no feelings and 
passion, he should be external to the society without links and relationships 
to the world, nor should he carry any political belief or any affiliations. This 
is accounted by why the monk saying that he doesn't want anyone to follow 
him. 
Throughout the narrative, the monk assumes an anonymous status 
but paradoxically saying: "I want everyone to see me, without knowing who 
I am". 
He conceives his personality as 'inauthentic' : "Nor to see that I am 
empty and unreal", but he is at the same time sincere and honest as he 
unveils that he is unreal without even hiding it. 
The monk is probably afraid to be dragged into any 'class struggle'. 
The terms used in the narrative, such as 'hate', 'regrets', 'ghosts', 'against 
anyone’，are reminiscent particularly of the experience of 'class struggle' 
during the Cultural Revolution. The term 'ghost' sparks one's memory of 
those labeled as 'rightist' or 'petite bourgeois', who were dragged to the 
streets for open accusations. They would wear paper clothes and pointed 
paper hats in the image of Chinese ghosts to confess publicly. They are the 
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'ghosts', and the public should be 'against' them, no matter what their 
relationship with these 'ghosts', whether as friends, relatives or even 
parents. If one did not follow the 'public’，one might also be accused of 
walking the same deviant road, which is why the monk wants others to see 
him to prevent any suspicion. What these experiences created was 'hate' 
and 'regrets'. Social relations were shattered and there could be no trust 
between people since. 
To guard against this, the character pretends himself to be a monk to 
guard against any political suspicion. At the same time, he keeps on 
wandering to prevent any static political identity in order to be safe from 
criticisms. From 'north to south' and from 'white to black', one cannot find 
where he lives and the position he takes. To keep oneself before the eyes of 
others and yet keeping one's identity from being revealed is the best way to 
protect oneself and to avoid being hurt. 
To sum up, there is a consistent theme through the songs in the 
romantic mode. The characters are dissatisfied with the social world and 
each of them had different way of dealing with the pain suffered. The 
character, such as the one in 'Return to Tang Dynasty' returned to a remote 
past, while some others like the ones in 'Dream of the Doomsday' and 
'Legend' defied the social order by putting the two opposite world into one: 
the virgin versus the beast, wisdom versus demons. The character in T h e 
Sun' abandoned the world by retreating into the nature. Moreover, the 
woman in 'A Plea in Life' detests the social world by going to the grassland 
where she can have peace. Another way is by imagining as being an 
another like the monk and the bridge in the 'False Itinerant Monk' and 'Let 
Me Have a Good Sleep respectively. 
i 
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5. The Mythic Mode 
The mythic mode mainly articulates a state of being which 
transcends the mundane world. Two songs (3%) classified into this category 
narrate a sense of retreat which gives the characters a sense of placid calm 
and seclusion. 
In the song "My Own Paradise" {Ziji de Tiantang) by the all-female 
band Cobra, the character is in a day-dreaming state of fantasy. Sung in a 
feeble tone and dizzy rhythm, the protagonist seems to be drunken and 
fallen into a trance without any purpose. Yet, the character is satisfied in 
her ideal state of imagination which needs no material sources and 
mundane requirements of the world. 
Like a fool 
I have my own paradise 
I forgot what is called wandering 
I am satisfied, I am very healthy 
I'm not you 
I eat and wear without money and food 
I'm unlike the others 
I sleep but need no bed. 
What is insanity 
What is happiness and sorrow 
I don 't need you to teach me 
I'm no longer busy any more 
Don't ask me what will become of my future 
No matter what happens, you are not able to help 
Like a fool 
I have my own paradise. [121] 
In the narrative, the character is isolated from the others, she is 
neither the same as 'you' nor similar to 'others'. She has her own way, 
though others might regard her as crazy. To her, the world is totally void of 
meaning. Thus, she no longer worries about the material aspects, and 
possesses no feelings towards the world, albeit 'happiness' or 'sorrow'. She 
'sleeps' so that she can leave other things behind. She retreats into her own 
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’paradise,, as she does not identify with the 'busy' world. Such a 
'wandering' of mind nihilates the world by living apart from it. 
In another song called "March of the Requiem" {Anhun Jingxingqu) by 
Wang Yong, the sense of estrangement from the world also pervades, but 
the narrative takes place in a different context, not imagination nor trance, 
but death. 
According to Wang Yong, the song was a reflection of his traumatic 
experience of witnessing the suicide of his brother when his family was put 
into exile {xia fang) in a village in Guiyang province (Song Di, 1993). 
Veiled in a canopy of ghostly atmosphere, the narrator follows the 
journey of the dead. Inspired by Tibetan music and Buddhism, the music is 
overwhelmed by an exotic and mysterious mood. The narrator's voice is set 
in a very deep and low-pitch sound. It resembles a religious chant as the 
melody is flat and its procession develops in a steady and solemn manner. 
The music is punctuated by the recitation of Buddhist scriptures by a monk 
from the Beijing Zhihua Monastery. 
It describes the journey of the spirit from the world of living to the 
world of the dead: 
Tears of fear flow out of your eyes 
Your lips are yearning for dreams of the future 
The ghosts are singing to welcome your coming 
The world is playing mournful music to see you off 
Rest Life 
Rest Life [122] 
Death is not a unique experience, it is universal, and the process 
goes on and on like a relay race taken up by humankind: 
Boys and girls queue up in a line to welcome your coming 
Accompany the sound of the trumpet call 
Boys and girls are already grown up 
A new troop is formed 
ta ta ta [123] 
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Buddhism regards death as a very significant experience for the 
reflection of life. Life after death is equally important as life before death. 
What the image of death in the text conveys is the Buddhist idea of 
impermanence. Everything on earth is transient in nature, nothing lasts or 
is predictable. The world is always in a flux of change and activity: 
No living being is without end 
In autumn she comes 
Flower and leaves perish 
In the grey sky 
Spirits come and go. [124] 
To borrow the words of the Buddha in the lyrics, one's life is not 
self-determined: 
Heaven and earth, men and things 
No being is without end 
Body is not self-owned 
Life has no eternal existence. [125] 
This piece of music is intended as an object for meditation by Wang 
Yong, it 'suspends' the mind in space, it is relaxing and yet constitutes a 
sense of tension as the music progresses. Enlightenment is emphasized in 
the music, and the music is a space for self-reflection, as Wang Yong 
asserted. 
In both songs, the characters experience a flight from reality and 
turning away from society. They withdraw into their own inner world. Life 
is thus taken as empty and the preoccupation with one's extinction and 
death subjects one's life to a dead-end mentality. One is powerless over 
one's destiny. The mythic mode gives us a gloomy picture of fatalism and 
estrangement from the world. 
119 
C. The World View of Rock Music 
After studying the lyrical content of each song, in this section, the 
different themes of rock music are examined as facets of the world view of 
rock music. 
The picture conveyed by the lyrics of rock music reflects a reality 
imbued with a sense of tragedy. Characters are mostly preoccupied with 
‘ problems and painful experiences. Social relations are distanced and 
alienated while people think of getting out of this world rather than 
enjoying their life. Attitudes towards life are either gloomy or indifferent. 
Home as the most stable institutional structure in the society becomes a 
place to reject, as in the narrative 'Sister'. A strong sense of tragedy is 
particularly heavy in songs of the ironic mode. Characters like those of T h e 
Boudoir Lady’ and ’A Piece of Red Cloth' suffer in the suffocation of human 
values and feelings. A confident, optimistic note is almost absent in these 
rock songs. 
Despite the first Chinese rock ’n, roller Cui Jian's comment that rock 
and roll in China was 'anti-tradition and anti-culture' (Liu Bingwen et.al., • 
1990: 377), it is found here that the world view of rock music is still very 
traditional as well as very cultural. 
As shown, some rock songs still express a respect for past history. 
Reverence for past glory is a traditional cultural view of the Chinese. The 
past emperors or kings are often considered as superior than the ones in the 
present times. Songs such as 'Return to Tang Dynasty’, 'Yangzhou Road in 
Flames of War', and 'Ancestors' are all praising the historical past. At the 
same time, this conception corresponds to the Chinese concept of 'space 
and time as a systematic whole' {shikong heyi) (Zhang Fa, 1989: 17). This 
conception of time is circular rather than linear. By this, time is always 
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going to the same starting point, with events repeating and repeating. 
Therefore, to borrow past events to describe the present is often a common 
technique in literature. The songs cited above are at the same time aiming 
to reflect the present, or maybe, to accuse the government of lacking good 
leadership like those in the past. 
Another cultural world view inherent in the content of rock is the 
concept 'heaven and men as a systematic whole' (tianren heyi) (Zhang Fa, 
1989: 17). There is no distinction between nature and man, the world and 
man. Man is at the same time representing the environment which is at the 
same time representing man. The relation is inseparable. Therefore, 
Chinese will project their feelings towards objects in the environment. They 
will invest their feelings in nature, such as the sky or just a flower. This 
cosmic view is not difficult to find in the songs such as The Moon Hangs 
High’ in which the character invests his sorrow of love in the moon; other 
songs like ’The Sun', 'Nine-Fourth' and ’Soaring Bird, all find the characters 
expressing their passion and emotion in nature. Besides the union of man 
with nature, man is also one with history. Characters in 'Go West from 
Yang Guang', The Story of Grandpa and Grandma', and 'Residents of the 
Lost Chateau' mourned for the lost history. 
Moreover, the theme of leaving one's homeland has to do with the 
traditional Chinese view that men must leave home in order to work for the 
country or to seek a higher status (Zhang Fa, 1989: 45-56). In songs such as 
, 'Go Away', ,I Have Nothing', the characters leave their home to search for 
something, be it knowledge or materialistic riches. In traditional view, the 
society is a higher level than the family or oneself. If the self can be realized 
through the society, then one's role in the family is also affirmed. If not, one 
will have to suffer the pain of leaving one's homeland while wandering in 
the society without finding a place to achieve something glorious for one's 
family. 
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Concerning love, the view of some rock songs is also quite 
traditional. The cultural view that love may originate from passion, but 
should be confined to rites left many lovers unable to get united, 
constituting a tragedy for ancient lovers such as characters in the story 
Liang Shanbuo and Zhu Yingtai (Zhang Fa, 1989: 33). Liang and Zhu, 
though in love, are unable to marry because of different status, and 
because the lady Zhu's marriage had already been arranged by her family. 
The ending was like that of Romeo and Juliet. Both died and became 
butterflies. Due to the strict ritual constraints imposed on love, many lovers 
are unused to action, but remain in a state of dreaming, imagining and 
waiting for love to appear. Such inactive stance concerning love is reflected 
in the songs like ’Don't Hurry', 'No Easy Words', 'Don't Go Hiding', 'A Little 
Love for Me', The Solar Car'. These songs reflect a more conservative view 
towards love than the West. Songs in the West often express explicitly what 
one feels and the passion of love, but the rock songs here describe a 
situation where the feeling of love is burning, but one is still afraid to 
approach who one loves. 
How to deal with problems is a significant theme in revealing the 
world view of rock songs. Some ways of avoiding pain in China are mainly 
derived from philosophical schools of thoughts such as Buddhism and 
Taoism. The methods of avoiding pains portrayed in these songs are mainly 
'out of the world' (chu shi) rather than 'in the world' {ru shi). 
Zhang Fa (1989: 169-220) stated that there were four ways to avoid or 
disperse pain in traditional Chinese culture. These are: supernatural beings 
{xian), nature, wine and dreaming. 
He referred to the traditional Taoist priests who advocated the 
spiritual liberation by abandoning all conventional norms and conceptions: 
there' is no more distinction between right or wrong, real or unreal, ugly or 
beautiful. The Taoist priests in ancient times found their liberation by 
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enjoying themselves through residing in the nature. Their lives are in no 
way different from a supernatural being or god. 
The second way to disperse sorrow is through nature. Nature is a 
symbol of solemnity, peace and different from the social world. It poses a 
great contrast to the chaotic or conflicting world. It is said that through 
nature, wisdom can be enhanced by means of meditation. 
Moreover, wine is also a good method of abandoning all troubles. 
Wine, according to Zhang (1989), makes one 'forget' about rational matters 
and social constraints. Another function is to release feelings and liberate 
one's spirit. The delirium experienced by being drunken is to forget about 
oneself and all things surrounding one. 
The last way Zhang asserted is dreaming. Those things that cannot 
be attained in the real world could be attained through dreaming. In 
dreams one can almost get anything and search for the unsearchable. Their 
aspirations can then be realized in the dream. In this way, the dream is 
totally opposite to the real world. It is an antidote to the pains suffered in 
reality. 
These four ways to avoid sorrow and pain are portrayed in the rock 
narratives. To live a supernatural way of life by abandoning all social values 
can be found in the songs 'Dream of the Doomsday' and 'Legend'. In these 
songs, opposite values are placed together. For example, in 'Dream of the 
Doomsday', there are the contrasts of: 'clear, blue sky’ versus 'devils', 
'spirits' versus 'heaven and earth', 'maiden' versus the 'ugly and relentless 
beast', 'wisdom' versus the 'demons'. 
Going to nature to begin a new life and let off steam is obvious in 
songs of the romantic mode such as T h e Sun’，'Nine-Fourth', 'Soaring Bird' 
and ’A Plea in Life'. Moreover, the character in 'False Itinerant Monk' also 
avoids trouble with the social world, saying that all he wants is 'mountains 
and ten-thousand rivers'. 
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In the portrayal of drinking wine to forget, 'Return to Tang Dynasty' 
depicts a narrator who drinks wine and dreams of going to the imagined 
glorious past. The drunkenness of the narrator in 'Come and pick up what I 
missed' is a way of facing the fast changing pace of the society which makes 
him disillusioned and confused. 
Dreaming is a significant way of abandoning the social world and 
retreating into one's own. This traditional way of encountering sorrow is 
obvious in rock songs such as 'My Own Paradise' and the dreamy state 
experienced by the narrator in the romantic mode. Each of these characters 
in the mode imagined themselves in another location or even dreamed of 
oneself as being a bird (The Soaring Bird') , monk ('False Itinerant Monk') or 
bridge ('Let Me Have A Good Sleep'). 
However, a more active view can only be found in six rock songs of 
the leadership mode. Among these, three songs 'Nanniwan', "Opportunists' 
and T o Startle with the First Call* are but the liberation of one's personality 
and individuality through courage and exploration. The other two songs 
'The Mask' and 'Like a Knife' call for abandoning hypocrisy. There is only 
one song ('Please Walk the Pedestrian Way' ) which dares to defy the past 
by proposing to walk in one's own way. 
In sum, the world view presented by rock songs in China is a 
gloomy one, and they still retain a strong sense of cosmic view in the 
Chinese traditional culture. Man is viewed as one with nature, with history, 
with heaven. The role of man is defined by a higher level, usually the 
society and the family. Disillusionment with the social world is often 
resorted to a passive resistance through the traditional ways of existing 
outside or transcending this world psychologically: through imagining one 
as a supernatural being, drinking wine to forget, finding peace in the non-
social world of nature and by means of dreaming. 
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Chapter Seven 
THE RELATIONS OF ROCK MUSIC 
TO HEGEMONY 
V I I . THE RELATIONS OF ROCK MUSIC TO HEGEMONY 
This chapter is an attempt to look at the relationship between rock 
music and the hegemonic power. Discussion will focus on how the lyrical 
content of rock music deviates from the Communist ideology; how the 
government reacts to the deviant culture; and in what ways rock music 
negotiate with the dominant power to mete out spaces for itself. Here, 
Chinese hegemony can simply mean the communist ideology, the state 
institutions or the strategies the government posed against rock music. 
A. Messages of Rock and the Hegemony 
The role rock music plays in a modern society is very different from 
that required by the Chinese Communist party. In the West, rock music is 
often regarded as a cultural outlet to express one's feelings by moving and 
shaking one's body to its beat; however, this is quite unacceptable in China,. 
where the only social function of music is to work for politics. If there is 
music which 'provokes the nerves/ and if one finds 'one's body moving to 
the music against one's will,, then the people should be cautioned against 
such kind of music: such messages are printed in the 1982 booklet How to 
Recognize Pornographic Music (Jaivin, 1988: 84). In China, there is no such 
phrase as 'art for art's sake', music is produced guided by the principle of 
objective conformity to the party ideology rather than based on one's 
subjective aesthetic judgements. 
Due to the great difference of what rock music conveys and what 
kind of social role music must play in a socialist state, this section is an 
attempt to analyze in what ways messages of rock music deviate from the 
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Communist ideology. Some dominant and significant themes found in the 
lyrical content are taken into examination. 
Throughout the analysis of the lyrical content in the above section, a 
sense of alienation and estrangement prevails. Alienation, as stated by 
Josephson & Josephson (1973: 164), is that "something - ties or bonds — 
connecting man to himself, to others, to the community and to the 
technologies and social institutions he has created, is lost, missing or 
severed, and that this state of affairs leads to various "pathologies"." 
Johnson (1973: 55) listed a set of syndromes manifested by people suffering 
from estrangements, including a "tendency toward absorption with ideas 
and fantasy", and of being conscious of "a lack of "fit" with other individuals 
or groups, "a tendency to retreat and withdraw from others." Besides, other 
tendencies also include withdrawal by means of "spatial dislocation and 
wandering" (Gelfant, 1973: 297). Estranged from city life, people might react 
to a place like the city similar to the protagonist Carrie in the Theodore 
Dreiser's novel Sister Carrie: 
When Carrie seeks work in the city's business district, she 
responds to the strangeness of, and feels estranged by, 
Chicago's towering buildings, granite, stone, "large plates of 
window glass" — the artificiality of the city" (Gelfant, 1973: 
300). 
These syndromes and tendencies of alienation and estrangement are 
everywhere in the lyrical content of rock music, especially in the romantic 
and the mythic mode. The romantic figures are indeed surrealists dreaming 
and imagining endlessly; some go back to the times of Tang Dynasty 
('Return to Tang Dynasty') while others might go to the pasture as in the 
story of ’A Plea in Life’，or retreat into the socially uninhabited nature ( T h e 
Sun’，'Nine-fourth', T h e Soaring Bird'). Figures in these narratives are 
alienated from the real world, and by means of liberating their own 
imagination by going to a land 'spatially dislocated', these alienated beings 
found in these spaces safe and secure from the real world. 
126 
In the mythic mode, the figures are alienated by totally breaking 
away from the social world. The protagonist in 'My Own Paradise' stayed in 
her delirium while in 'March of the Requiem', the character retreats into a 
journey of the dead. 
Wandering, an indicator of alienation, is found in Cui Jian's 'Go 
Away' in which he walks and walks, yet knowing not where he will go or 
stop. Estrangement from city life is depicted in the songs T h e Northern 
Traveler' and 'Choice' in which both the characters expressed hatred against 
the artificial and gray society where they can find no friends or warmth of 
any kind. The severing of social ties is represented by the criticisms against 
incivility in the song 'Leave Me Alone.' 
These portrayals of alienated figures are a departure from the 
Communist ideology. From a Marxist point of view, alienation only exists in 
a capitalist society in which workers are alienated from labour they do not 
comprehend. The only solution, in Marxist thought, is communism. 
Another theme found in rock music that might contradict the 
hegemonic ideology is individualism. Here, individualism is equated with 
the centrality and the preoccupation with the self. One explicit indicator is. 
love. The theme of love, in the realm of rock music, has nothing to do with 
love for the party, love for the people or love for the country. The most 
predominating kind of love in rock music is romantic love. In the mimetic 
mode, among a total of 40 songs, there are 18 songs concerning love. As 
described before in an earlier section, these themes are inseparable from 
topics such as waiting for love, frustrations with love, wild love, attractions 
to the opposite sex, and even songs alluding to sexual desires and wild 
love. 
In fact, the subject of love is a pretty simple theme; it is the most 
common theme found in popular music probably throughout the world. 
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However, the preoccupation with such kind of romantic love is also a 
trespassing of the Communist ideology. 
Mao Zedong's "Talks at the Yanan Conference on Literature and Art" 
in 1943, which has been the guiding principle concerning culture since the 
Communist Party came to power in 1949, stated that the concept of love 
should not be confined to a subjective level. Mao stated that love should be 
conceived as 
a product of objective practice, and it is the fundamental 
principle that we do not start from concepts but from objective 
practice.... Nowhere in the world does there exist love or 
hatred without cause or reason. As for so called "love of 
mankind," there has never been this kind of unifying love 
since mankind split into classes (McDougall, 1980: 79). 
Love is here taken also as a rational concept in the service of the 
state and the objective practice formulated by the Communist Party. 
Besides themes that are not favored by the Communist Party, the 
party has listed some themes in popular music which should not be 
included in the hegemonic discourse, these are "sexual songs, nihilistic 
songs, morbid songs, violent songs" (Jaivin, 1994). Content of rock music 
also derails from the party ideology. As examined before, the songs "In 
Your Eyes" and "The Space" carry allusions to sexual desires and wild 
passion of love. 
Moreover, the song "False Itinerant Monk" is a good example of 
nihilism. The monk rejects all authorities, be they political or religious. All 
he wants is to have nothing except the "mountains and waters". He wants 
back his freedom by annihilating the social world by living his independent 
life on his own. 
Concerning morbid themes, the ironic characters are morbid figures. 
The figures in "Let Me Go Wild in the Snow" and "A Piece of Red Cloth" are 
not physically sick, but psychologically and mentally. Living like prisoners 
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under the captors' control, their morbidity in character is reflected when the 
captives know where the problem lies, but they never deal with it. 
If Violent songs' should be excluded in popular music, rock music 
deviates from this official policy again. Rock songs such as "Yangzhou Road 
in Flames of War," "Ancestors," "Dream of the Doomsday" and the "Legend" 
depict bloody scenes of war and killing, with violent characters including 
beasts and devils, destroying everything left in the human world. 
Apart from these four types of songs, which are regarded by the 
officials as unhealthy, Mao Zedong regarded literature that is "spreading 
pessimism and cynicism" should also be excluded because these are often 
the works of the bourgeoisie. However, not even this principle is abided by 
rock music because these two types of sentiments also exist in the rock 
songs. Cynicism is obvious in the cynical attitude towards life in Chang 
Kuan's T l a y with the World with No Respect" and the debaucher's song 
"Being Tired", while the song "Jiang Jiang Jiang" is dominated by pessimism. 
The protagonist fails to survive in the outside world, but in the end he 
brings home a lot of failures. 
As a whole, the lyrical content of rock music carries an alternative 
worldview which is contradictory to the Communist ideology or party 
policy on music. Perceived as a Western product, it is subject to the risks of 
accusation by the party of 'bourgeois liberalization' and 'spiritual pollution'. 
Probably due to its deviance from the party ideology, rock music is subject 
to censorship and banning of performance. In the following section, rock 
music will be considered as an arena of negotiation between the dominant 
force of the Communist Party and the subordinate forces of rock music. 
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B. Music as a Contested Terrain [126] 
Next, I will explore how rock music is taken as a terrain for 
negotiation between the dominant power and the rock musicians. Gramsci's 
conception that culture is negotiated rather than dominated is applied to the 
context of China, to see how rock music counteracts the influence or adapts 
to the dominant hegemonic discourse. The strategies applied in this 
negotiation by the hegemonic power and rock musicians are analyzed 
below. 
1. The Hegemonic Power: Cooptation and Marginalization 
As a culture deviating from the hegemonic ideology, rock music as 
an 'emergent' power is regarded as a potential threat to the hegemonic 
authorities. Such a threat is confirmed by the association of rock music with 
the student democracy movements both in 1986 and 1989 (Jaivin, 1988: 84; 
Jaivin, 1994) which were both regarded as 'subversive' by the party. Wu'er 
Kaixi, the student leader in the 1989 democracy movement, has cited rock 
music as the most significant influence on the minds of young people: 
The people who are most influential among young people are 
not [the prominent dissidents] Fang Lizhi and Wei Jingsheng, 
but ... singers such as Cui Jian. His "I Have Nothing"... serves 
to reflect the sense of loss and the disorientation of Chinese 
youth (Quoted Jones, 1992: 123, the original text is found in 
"Chinese Writers Under Fire: The Struggle for Human Rights 
in China", in PEN American Center Newsletter, #70 
(December 1989), 19). 
This considerable influence on the minds and actions of the people 
alarmed the officials to take actions to counter the influence of rock music. 
In general, these actions can be classified into two aspects: cooptation and 
marginalization. 
Rock music is co-opted into the hegemonic discourse by neutralizing 
the antagonistic image of rock music. This is done by means of narrowing 
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the gap between rock music and music of the hegemonic culture. Their 
differences are dimmed while the similarities between them are accentuated 
in light of the Communist ideology. Rock music is then presented as but 
one of the genres of the dominant discourse, which in fact it is not. In the 
very beginning when rock music was just emerging into the music scene, 
such a strategy of cooptation was employed. 
Though the origin of rock music in China is mainly Western, given 
its use of Western instruments and a vocal style not dissimilar with that of 
rock singers in the West, the music of the first rocker Cui Jian was often 
mentioned in terms of Xibeifeng (Northwest wind) during 1987 to 1989 
before the student democracy movement in 1989. The term of 'Xibeifeng' 
was often used to describe the popular musical genre which was thought to 
be originated from the northwest regions such as the Yellow Plateau. The 
genre of Xibeifeng has a rough vocal style and is often found in singing 
traditional folk songs such as 'Xintianyou' and "Huangtu Gaobuo" (The Yellow 
High Plateau). This musical style became very popular when a couple of 
films such as "Red Sorghum"(Ho/7g Gaoliang) and "Yellow Plateau" {Huang 
Tudi) shot scenes in the northwest regions of China. These films have 
featured songs in the Xibeifeng style. 
Notwithstanding the similar vocal style between rock music and 
music of the Xibeifeng, in fact, there are great significant differences 
between the two styles. Songs of the Xibeifeng often portray a sense of love 
for one's native land ("The Yellow High Plateau", “ Wo Relian de Guxiang" 
(My Beloved Nativeland) or a bright attitude towards life {"Xintianyou") 
which are closer to the Communist ideology; this is contrary to the 
pessimistic view held by rock music, as exemplified by the content analysis 
described earlier. Also, both are rough in vocal style, but the tone may be 
quite different. The tone in rock music is often frustrated and furious, with 
dirty notes, and with screaming and shouting, which is quite different from 
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the orderly vocal style presented in Xibeifeng with its aim to praise the 
country. 
Cui Jian claims that the similarities between the two are just a 
coincidence (Weng Jiaming, 1989: 230), as rock music is indeed more radical 
and more expressive of the younger generation. However, his song 'I Have 
Nothing' was often put on par with other Xibeifeng songs in the official 
press such as the People's Daily and the People's Music (Li Enchun, 1990; Jin 
Zhaojun,1988, 1989a; Song Yang, 1988; Tu Keshan, 1989; Wang Yongling, 
1989). The use of traditional Chinese instruments in the song, such as dizi (a 
kind of Chinese flute), is emphasized. This national element of the song is 
taken by the Communists as a sign of loyalty and love for one's country. 
Another strategy of cooptation is by means of producing a less 
radical form of rock music by producers approved by the Communist party. 
Due to much constraints, many rock 'n' rollers had to resort to the financial 
support of foreign investments for producing records. To make records 
within the boundary of China is much more difficult probably for fear of 
disapproval by the government. As a result, an alternative type of rock 
music emerged, on the one hand, to meet the tastes of the people and on 
the other hand, to meet the requirements of the state, to be less aggressive, 
less rebellious, more optimistic, patriotic and nationalistic in character. A 
recording entitled "Red Rock 'n' Roll" {Hongse Yaogun) came into the market 
in 1992. The album mainly comprised old patriotic favourites such as 
'Socialism is Good’，The March of the Volunteers' and 'Commune Members 
Are All Sunflowers'. The singing team did not include those rock singers 
which have been criticized by the party such as Cui Jian or the rock band 
Tang Dynasty. 
When national style is given more emphasis, the state puts more 
promotion on such kind of rock music. It is quite rare to see the People's 
Daily carrying any articles which promote the publishing of rock albums. 
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But in 1993, there was a short article on January 8 in the People's Daily 
which announced the forthcoming production of a recording called 'Our 
Rock' {An de Yaogun). The article reads that the goal of the music tape is to 
let everybody have a taste of what is real and authentic rock with 'Chinese 
national characteristics'. Though there is no mentioning of its publisher, nor 
of its content, but one can infer from this article that the recording is 
approved by the state, and that it has 'national characteristics'. The 
characteristics might probably refer to rock music in a more traditional and 
folk style, unlike rock music in the Western style. 
Despite the cooptation of rock music into the hegemonic discourse 
and uses, rock music in the Western style still commands the greatest 
popularity and support from the masses. When people talk about rock 
music in Beijing, what comes to mind are not those 'rock music with 
Chinese national characteristics', but rock stars and bands such as Cui Jian, 
Tang Dynasty and the Black Panther. 
Though the strategy of cooptation may not be very effective, the 
strategy of marginalization is more powerful in the sense that it may 
hamper the growth and existence of rock music. The term 'margin' is 
borrowed from Szemere (1992: 94) which marks 
a set of spatial and temporal cleavages; disjunctions and splits 
within society between professional and underground art 
worlds; between official and forbidden (sub)cultures; between 
societies in the political defined East and West; and between 
past and present, present and future. Marginality ... also 
defined a lifestyle and, although far less explicitly, a political 
stance elaborated and re-worked in varied and imaginative 
texts, performance practices, and even in real-life 
confrontations with officialdom. 
The author here is referring to the situation of rock music as a 
marginal culture in the Hungarian society, but the concept is equally 
applicable to the context of China. Rock music in China is marginalized into 
a subculture despite the popularity it receives. Its existence, while receiving 
V 
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no governmental support, is under the close vigilance of the state and must 
face official harassment and censorship whenever the music is deemed by 
the officials as inappropriate for dissemination in the country. 
There are indeed various forms and strategies of marginalization. 
One of these is by means of censorship. A more overt form of censorship is 
the deletion of lyrical content deemed unacceptable to the authorities. In 
Cui Jian's album 'Solution' Qiejue), the lyrics of two songs are ostensibly 
omitted in the printed inside cover. The song 'Like a Knife' {Xiang Yiba 
Daozi), which has been analyzed earlier, has mentioned its goal to cut off 
the hypocrisy of the 'old man' (laoutouzi), in which the Chinese term for old 
man is often used to allude to the elder party leader. The reasons for 
discarding the lyrics of this song are unclear, but it might be regarded by 
the censors as carrying a sense of disrespect for the 'old man'. On the other 
hand, the lyrics of the song T h e Last Shot' {Zuihou Yichang) also disappear 
with only the title and the names of its composers and lyricist left. The song 
expresses the last wish of a dying soldier to be the last one felled by the 
bullet. This is a call for peace, but this might be considered as too pacifist or 
may even hamper the morale of the army. These deletions are ostentatious 
because the design of the format indicates that the deletion was done at the 
last minute with two odd white spaces left, and there is no intention to 
restructure the format to make its appearance less awkward. 
However, other forms of censorship may not be so apparent. In 
comparing albums of the imported version circulated in China with those 
original ones circulated outside the mainland, one might discover some 
difference, though it cannot be confirmed that the dropping of certain songs 
are due to censorship. 
For example, in comparing the two versions of the album "Hei Bao" 
by Black Panther, all songs of the original international version [127] were �+ 
included in the imported domestic version [1281 except the song 'Don't ruin 
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it’. This is a song which carries the message of 'anti-war’ in which the 
narrator tells the people to take off their guns so as not to ruin those 
ignorant children. This song has a message quite similar to that of the song 
T h e Last Shot' by Cui Jian. Though there is no verification that this is again 
a result of censorship, there is reason to believe that it may have suffered a 
similar fate. 
Another example is the dropping of the song 'Internationale' [129] in 
the imported domestic version [130] of the album Tang Chao, by the rock 
band Tang Dynasty. Once again, the songs in the original international 
version [131] are all included in the imported version except this song. 
Though it is a Communist revolutionary song, it is set to rock and has 
aroused criticisms and attacks in the official press. It is thought that the 
rendition of the song in the rock style may trivialize the original version and 
it is considered by the Communists as blasphemy on the revolutionary spirit 
conveyed by the song (Yu Jiafang, 1993a&b). 
Besides censorship of lyrical content and songs, it is not uncommon 
for rock performances to be banned. But it is important to note that the 
reasons for banning rock concerts are often ambiguous and unknown, as 
the cultural policy on rock music is inconsistent and changes over time. The 
policy may be altered subject to the political and social conditions in China. 
For example, Cui Jian was not allowed to perform in public for a year, due 
to his rendition of the song "Nanniwan" at a charity concert in 1987. The 
song, which was originally a revolutionary ballad, was set in a rock style by 
Cui Jian. His rock rendition of the song was said to have 'enraged a veteran 
revolutionary, a Long Marcher' (Liu Bingwen et. al., 1990: 375). Thus, a ban 
was later put on the performance of Cui Jian. He was also in the same year 
fired by the Beijing Philharmonic Orchestra as a trumpeter, and was 
forbidden to appear on television. 
1 * 
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However, it was not only that Cui Jian could not perform in public 
the song "Nanniwan", but he was also forbidden to sing it in concerts in the 
future. In the 1990 Beijing Concert, though the audience shouted 
"Nanniwan! Nanniwan!...", Cui Jian could not respond by singing this song 
(The 1990 Beijing Concert Record Live). In 1993, in his performance at a 
concert in Shanghai, the same demands of the audience recurred again, but 
this time, Cui Jian's reaction was the same, with no response as if he did 
not hear. Probably, the ban on the rock rendition of 'Nanniwan' remains 
(Weng He, 1993: 39). 
, The student democracy movement has had great impact on rock 
music. The performance of rock singers in the movement has associated 
rock music with student activism. Probably because of this, some rock 
singers are barred from performance. With his performance on the 
Tiananmen Square during the student democracy movement in June 1989, 
Cui was again banned from performing publicly. Another singer Hon 
Dejian, who was also involved in the movement, was forced to leave China, 
and his music is now banned from sale. [132] 
Cui Jian only resumed to perform in public in 1990 when he 
promised to raise a million yuan for the Asian Games. But on his fund-
raising tour around China, he was suddenly removed by the authorities 
from staging concerts in April of 1990. Zhao Jianwei (1992: 83), the 
biographer who escorted the whole tour throughout, said that there were 
no formal official channels telling why the concerts were banned, but others 
suggested some possible reasons. First, the concerts of Cui Jian had aroused 
a state of feverish passion, which struck a discordant note with the state 
policy to maintain 'peace and stability'. Secondly, Cui Jian had spoken too 
much in the concerts, and moreover, what he said was considered as 
provocative. An official of the Preparatory Committee of the Asian Games 
had set three regulations for Cui Jian in his performance: first, do not speak 
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too many unrelated or provocative words; second, during performances, do 
not leave the stage; third, do not incite the audience to stand up. However, 
Cui Jian was accused of not abiding by these rules, so the remaining fund-
raising concerts were banned. 
The reasons for banning concerts are different each time, and it is 
unpredictable when a concert will be banned and for what reasons, because 
no official explanations will be offered. This is the situation of the marginal 
status of rock music in China. Rock musicians are subject to sudden 
canceling of performances which may hamper their livelihood as their 
financial sources very much depend on public performance. 
Furthermore, governmental surveillance also intrudes into the 
private lives of rock singers. A member of the rock band T a n g Dynasty', 
Zhao Mingyi had his long hair cut short by officials when he was at a bar, 
as it was said that 'special attention' on him was paid by the officials (China 
Times Weekly, 1992, April 26, No. 17: 59). 
Apart from being pushed by the hegemonic power to the cultural 
margins by means of censorship and banning, rock music is also 
delegitimized and marginalized in the official discourse. At a seminar on 
musical thoughts by the Chinese Music Association (Zhongguo Yinyue 
Xiehui), which was published in print by the official music journal "People's 
Music" {Renmin Yinyue) in its fifth edition in 1990, rock music is vehemently 
criticized and attacked. Rock music is condemned as irrational and an 
expression of cynical ’hooliganism’，playing merely on passion and desire. 
Rock is likened to 'promiscuity and drug abuse, they are all substantiations 
of hedonism and vandalism' (Chen Zhiang, 1990: 36). 
A member of the association related to what he saw on a U.S. 
program which associated rock music to sex: 
A rock singer playing a guitar and screaming crazily, with the 
,accompaniment of his voice, a nude woman is 'rocking' on a 
rich man inside a car, this nearly makes the car rock also. At 
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last, when the voice reaches its climax, this woman also 
reaches her sexual climax, she moves upward, she breaks out 
of the car and sits on the top of it. This is the real face of rock 
music! (Chen Zhiang, 1990: 36). 
He further argued that rock music poses a threat to social stability. 
The most dangerous is that the irrational strong beat and 
rough vocal style of rock music will make the audience lose 
their minds, and fall into a blind impulse and a disorderly 
situation of anarchy, which further leads to violence and 
terrorism (Chen Zhiang, 1990: 36). 
He points out that such a passionate style of music is an arena for 
cultivating 'rebels'. 
In another article by Zu Zhengsheng (1990: 44), also a member of the 
association, Cui Jian's songs are criticized. It attacks the song ’A Piece of 
Red Cloth' {Yikuai Hongbu) as conveying an 'unhealthy political message'. 
The popular number 'I Have Nothing' is condemned as having a sense of 
pessimism and fatalism towards life, which has a negative impact on the 
society. These songs are considered as having 'spiritually polluted' the 
minds of the people. 
In an article in the same journal, the history of rock music was even 
distorted to convey a negative image of rock music. This article claimed that 
"Internationale' should not be allowed to go rock' because the history of. 
rock was said to be first originated from 'the streets in North American 
cities, and then it was popular in the bars and brothels' (Yu Jiafang, 
1993a&b). 
It is interesting to note that not only is this negative image heaped 
on rock music and marginalize it, but the rock musicians are themselves 
self-conscious of this derogatory image. Zhang Chu, a rock singer, once 
admitted in an interview the marginal status of rock musicians: "Cui Jian is 
a high class prostitute...We're mere street-corner whores" (Mihalca, 1992: 
35). In an independent film produced by director Zhang Yuan called 
» 
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'Beijing Bastards', which featured the lives of a younger generation with no 
jobs, rock musicians are also placed under this heading of 'bastards'. 
The association of rock music with hooliganism, vandalism and sex 
pervades the official discourse. Rock is painted in a negative way, 
delegitimized as a music of the people, and portrayed as equivalent with 
those lower class criminals such as prostitutes and debauchers. The 
exaggerated television program was cited to reveal the 'true face' of rock 
music, though without much evidence that rock music was really linked to 
sex or drug abuse. Nonetheless, rock music is debased into a vulgar 
entertainment with no legitimated social values. 
i 
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2. The Deviant Culture: Struggle by Means of Adaptation and Negotiation 
Having a marginal status in Communist China, sometimes rock 
musicians have to adapt to the requirements of the official discourse in 
order to gain access to certain opportunities of performance. 
For example, the all-female band Cobra {Yanjing She), having been 
invited to perform in Berlin in 1993, had to change the band name to a more 
simple one: 'Women' (Nuzi), in order to get a pass ticket from the Cultural 
Ministry {Hong Kong Economic Daily, February 11,1993). 
When the American guitarist Dennis Rea and his rock band called 
'Identity Crisis' went to perform in Chengdu, the officials there had 
changed this band's name to 'Dennis Rea and Friends', as the original name 
was considered as 'subversive' by the Chinese officials. The only condition 
for them to play in China was not to use the original name again (Rea, 1993: 
44). On another occasion, when Rea and the band 'Vagaries' were invited to 
perform in Kunming, the same problem arose again. The rock band's name 
was again changed by the government there to 'Fantasia', probably a more 
suitable name in the official discourse (Rea, 1993: 52). 
Despite considerable constraints placed on rock music, keeping this 
subculture under the full control of the government is no easy matter. There 
are several aspects that the hegemonic power cannot control, so some 
spaces of freedom and autonomy are carved out of the public and official 
sphere: the first is the textual realm; the second is the arena of technology; 
the third is the economic space opened up by the market economy after 
China's reform; and the fourth is the space opened up by concert where 
people can stage symbolic protest and resistance against the hegemony 
without being accused of 'counter-revolutionary'. 
The textual realm is a potential field of negotiation with the 
hegemony because of its unlimited possibilities of interpretation and its 
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plasticity of content. In subverting the hegemony, the lyrics can express 
content other than permitted by the official language. Marcuse (1978) has 
suggested that the portrayal of subjects such as sex, death and other 
spheres of reality that are repressed can liberate people from the symbols of 
authority. This is echoed by Bakhtin and Kristeva who both hold that the 
portrayal of a picture of anarchy and orderless world is a serious 
'carnivalesque challenge to official linguistic codes' (Worton & Still, 1990: 
17). This is reminiscent of the songs 'Dream of the Doomsday' and 'Legend'. 
Both take hell, death and devils as the main theme. While Wang Yong's 
'March of the Requiem' is an artistic expression of the journey of the dead, 
Cui Jian's Th i s Space' and Black Panther's 'In Your Eyes' are exemplars of 
desires for sex. 
Though these topics have nothing to do with the political ideology, 
they do really exist outside the official and ideological code. Death is a 
problem seldom discussed in modern society. It is regarded as a problem 
for the old, for the sick, for those in the hospitals, but the meaning of death 
has rarely concerned the authorities. 
The subjects of hell and devil pose a problem to the existing 
hierarchy. A Communist society is often praised by the officials as Utopian 
and bright, optimistic with a good future. To portray ghastly subjects and a 
horrible world of the dead is a great contrast and refutation of the 
conventional world. 
Apart from the inherent meaning of the textual content, the extra-
textual or extra-musical meanings originating from the texts are even more 
uncontrollable and unforseeable by the hegemony. This is due to the fact 
that communication of human beings is not a matter of give-and-take, the 
text and the audience both play a role. 
Ambiguity of meaning in the texts might lead to a plurality of 
interpretations, the more asemantic the text, the wider the scope for 
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interpretation. From a psychological point of view, ambiguity of meaning is 
at the same time an ambiguity in perception. This ambiguity is a result from 
the discrepancy and incongruity between the perception of the audience 
and the text when the process of communication comes into play. This 
incongruity then leads to a disorder in organization, in which the audience 
must re-organize and re-evaluate the stimulus and information obtained 
(Eco, 1989: 3-19). Since different people carry with them a different set of 
dispositions, values and experience, the interpretations resulted might be 
very different. 
For example, ambiguity arises when a grammatical subject was 
lacking in the song 'I Have Nothing' as the Chinese title only reads T o Have 
Nothing'. It is not uncommon for Chinese titles to have no subjects at all. 
Though the phrase 'to have nothing' is what the narrator in the story faces, 
it is not uncommon for people to substitute the grammatical subject of 'we' 
instead of T (Brace, 1991: 54). What the people share with this piece of 
music is a collective identity, rather than simply a personal experience. 
However, a different reaction towards the same piece of music might 
result from a faithful Communist. It is widely reported that ’I Have Nothing' 
has aroused a veteran party member to anger. This Communist was known 
to have said: "What do you mean 'you have nothing? You have the 
Communist Party, don't you?" (Hallett, 1991: 11; Jaivin, 1988: 84). In fact, 
the term 'nothing' is also an ambiguity, because no one knows what the 
narrator meant when he said he had nothing: what does this nothing 
include? Does it mean money, freedom, status or something else? 
Besides the lack of a grammatical subject, ambiguity also arises out 
of metaphors. Take ’A Piece of Red Cloth' as an example: can this be just a 
piece of ’red cloth' or does it have deeper, latent meaning behind it? It has 
been mentioned before that this song has been accused by a Communist 
party member of having an unhealthy political message. Using the strategic 
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ambiguity might be an effective tool for struggling with the hegemony in 
the cultural realm. This is because ambiguity can carry no direct message 
against the party, and yet the interpretations it springs and the contexts the 
people bring to the understanding of texts might make it a political message 
subverting the hegemony. Nonetheless, the party will have no concrete 
evidence against it though everyone might have already known what is 
meant by this piece of 'Red Cloth'. 
Another source of possible meanings comes from the intertextual 
interpretation of texts. According to Culler (1981), the reading of texts is 
indeed historical. Before one reads the text, one already brings in a lot of 
texts pre-read into its interpretation. When a writer writes, s/he not only 
brings in what will be read by the audience, but also pre-existing 
interpretations and understandings. The content, genre and style of texts 
have already incorporated a set of recognized patterns, norms and 
expectations which guide the comprehension of the readers. Though one 
might sometimes encounter familiar words and texts, which one cannot 
trace back to their origin, nonetheless, these are 'already read' (Culler, 1981: 
104). 
The theory of intertextuality not only offers an understanding of how 
the interpretation and understanding of texts are carried out, but it can also 
be a method of stating the unobvious and indirect by using words or 
phrases that are intertextual, that is commonly shared any texts. It is not 
difficult to observe the sharing of texts in the field of rock music. From the 
milieu of Cui Jian, we have ’A piece of Red Cloth', while in another rock 
singer Chen Jing's recording, we have ’A Red Headband' {Hong Tousheng) 
[133], while in rock king Teng Ge'er's song 'You and the Sun Rise Together' 
(Nihe Taiyang Yitong Shengqi) [134], the narrator is blindfolded, though there 
is no indication that it is a piece of 'red cloth'. But the meaning inherent in 
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these texts are more or less the same. Although they may not share the 
same words, each song is reminiscent of the others. 
One cannot determine the originator of the action being bound by a 
cloth, or the creator of this 'red cloth' or ’red headband', but the history of 
culture has already had a pool of red symbols associated with the 
Communist Party: the red ocean, the red little Mao book, the red sun, the 
red flag, the red revolution, and the red cloth binding the heads of the 
protest students on the Tiananmen Square in 1989. When the Chinese listen 
to the lyrics of rock music, they will most probably select these texts to 
understand and interpret the meanings beneath the lyrics. 
In another song 'I Have Nothing', the title is reminiscent of lyrics in 
the 'Internationale'. In the latter song, there is a sentence of lyrics: 'Don't 
say we have nothing!' {Yiwu suoyou) This phrase is identical with the title of 
Cui's song. It is difficult to figure out what will be the effect of this 
intertextual construction. While in Cui's song, the term 'nothing' is 
ambiguous, in 'Internationale', it means material deprivation, as this song 
was originally written as a message of proletarian revolution against both 
imperialism and the propertied class. If this interpretation is borrowed and 
put into Cui's song, this might have really angered the party, as Cui was 
accused by the party member. 
The title of the song 'Go West from Yang Guang' is borrowed from a 
phrase in a poem of the Tang Dynasty [135]. Both the poem and the lyrics 
share a similar sentiment of sorrow and loneliness. In the poem, the poet 
Wang Wei was bidding farewell to his friend who was heading for the west 
from Yang Guang, where this was often the place people parted in ancient 
times. 
In the city of Wei 
Morning rain is soaking a thin layer of dust 
The inn is covered by a canopy of green while willows are new 
‘Please have another cup of wine, my friend 
Go west from Yang Guang 
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Old friends no longer meet [136] 
Although the poem and the rock lyrics do not share a similar theme, 
the use of the phrase 'go west from Yang Guang' both share a sense of 
loneliness and sorrow. And the place of Yang Guang has already carried 
with it a feeling of loss and departure. 
Another problematic area of control by the hegemony in the textual 
realm is its uses. Recontextualization of songs is not a new idea, since songs 
have often been taken for various uses irrespective of the content of the 
lyrics. People might use the music alone to write new lyrics; young people 
might dance to the strong beat of disco music without even recognizing who 
is singing or what the lyrics convey; a housewife might turn on the radio 
when she is sleeping and doing house chores; a horse gambler might turn 
on the TV whenever he hears the military music accompanied the racing 
program. What results is not only that people's activities are filled with 
music, but more important is that the music may then be endowed with an 
alternative meaning quite different from the original. When the Hong Kong 
people listen to the piece of Chinese instrumental music T h e General's 
Order' (Jiangjun Ling), they will immediately think of the hero Huang 
Feihong, because whenever there is a drama or film or even comedy about 
this Cantonese hero, this song will be employed. As it has been already 
used for more than twenty years, it becomes an index for the appearance of 
Huang. Indeed, there are multiple ways to recontextualize songs, but it is 
not merely a personal matter, it can be collective. How rock music was used 
during the student democracy movement in 1989 offers a good showcase. 
As it is described by Jaivin (1994): 
By day demonstrators took to the streets to protest against 
corruption and for democracy. By night, in Tiananmen Square, 
they rocked to the music of Cui Jian and others, including the 
punk rocker He Yong and his band May Day. 
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'I Have Nothing', the popular romantic song by Cui Jian, was 
politicized and recontextualized when it became an unofficial anthem for 
the students (Terrill, 1992: 328). A sense of disillusion and fatalism 
conveyed by the phrase 'I Have Nothing' was identified by the students 
who were desperate about their future despite the story carries mainly a 
love theme. 
’A Piece of Red Cloth' was also sung by Cui Jian in the Square. This 
recontextualization has enhanced the political messages already inherent in 
the song (Brace & Friedlander, 1992: 124).The song became a protest against 
the 'corruption, inefficiency and insensitivity' of the state. 
The socialist anthem 'Internationale' was a marching chant for the 
people during the movement. Originally written in 1871 by Eugene Pettier, 
who had participated in the Paris Commune of that year, it was later 
introduced into China by a communist Qu Quibai (1899-1935) in 1923 with 
its text translated into Chinese. This was not the only time that the 
recontextualization of this piece of music took place. Later it was sung in 
rallies attacking Lin Biao in 1971 (Wong, 1984: 132). 
Rise up! The hungry and trembling slaves 
Rise up! All suffers in the world 
The hot blood in my bosom is burning 
Must struggle for truth 
The old world is beaten to nothing 
Slaves rise up! Rise up! 
Don't say that we have nothing 
We will be the masters of all under heaven 
This is the last struggle, and we must unite for tomorrow 
Internationale will be realized (* repeat) 
Never is there a savior 
And we won 't rely on supernatural beings or emperors 
To create happiness for human beings 
We must rely on ourselves 
We must get back the fruits of labor 
Let our thoughts fly out of the cage 
Quickly make the stove red hot 
Strike the iron when it is hot... 
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The most hateful are those poisonous snakes and beasts 
Which have swallowed up all our blood and flesh 
Once we have destroyed them 
The bright red sun will shine on the whole world [137] 
In 1989, the target was the government as the students sang the 
song when shouting slogans like 'Against totalitarianism, down with 
corruption, down with bureaucrats, long live democracy' (Shibao Zhoukan, 
1989: 14). Despite this, the government found it difficult to ban it. As a 
socialist anthem, the content of the song was not problematic, but only its 
recontextualization. Link (1992: 183) points out that the song carries 'two-
leveled possibilities' in such a situation: on the one hand, it shows that the 
students are loyal socialists, but on the other hand, they are actually 
criticizing the government as the recontextualization had made the 
government its target of criticism rather than the imperialists or the 
emperors as originally intended by the content of this song. 
This was not a rock song when it was sung during 1989, but was 
later set to rock by the band Tang Dynasty, and has aroused much criticism 
(Yu Jiafang, 1993a&b). The 'Internationale' was not included in the imported 
domestic version[138] but was found in the original recording Tang Chao'“ 
[139] (Tang Dynasty). This has probably to do with the recontextualization 
of the 'Internationale'. When people listen to this song, this will remind 
them of the marching chant in the democracy movement. The meaning of 
this song will not be the same again. 
On the whole, the songs that have been recontextualized did not 
have inherent political meanings, but with its placement in an alternative 
context, the meaning of the songs might become oppositional or subversive 
to the hegemony. Such appropriation of songs into a political context is not 
easily controlled, nor will it be easy for the government to ban these songs, 
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since as in the case of 'Internationale', this was a socialist anthem to begin 
with. 
Another type of struggling within the textual realm is to excorporate 
the original meaning of the music by recontextualizing it in another form or 
style by collage and montage. This is done 'by techniques of adaptation and 
distortion' (WiUener, 1970: 258). The main difference between 
recontextualization and collage is that in the former, the song is consumed 
into an alternative environment and situation which renders the meaning of 
the content different; while in the latter, the transformation of meaning 
takes place in the structure of the song itself. 
The original style of the song was abandoned when the 
revolutionary songs 'Nanniwan' and 'Internationale' were both set to rock. 
Here, to borrow the terms of WiUener, there are both 'adaptation' and 
'distortion'. The songs are adapted from the socialist musical discourse 
which represented the ideology of the Communist Party; however, they are 
distorted when these are sung in rough vocals with a rock beat. An 
alternative space is carved out of the official discourse by the rock 
musicians. The impact on the audience is difficult to determine, but the 
serious tone and glorious view of the original style are no doubt hampered. 
Sung in a frustrated and rebellious tone by the band Tang Dynasty, the 
•Internationale’ becomes very different from its rendition by a choir sung in 
the bel canto style. Set in a rock tune, the revolutionary ballad 'Nanniwan' 
also strikes a stark contrast with the original one which was sung in a 
sweet, appraisal tone by the singer Guo Langying. Regardless of the impact, 
the original style and feeling of the songs are gone, the hegemonic style is 
abandoned and subverted. 
In addition to the textual realm, technology also offers a liberating 
space for rock music. In China, the most common electronic equipment is 
the audiocassette recorder / playback unit. These can serve as dubbing 
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machines for duplicating tapes in the most inexpensive way. The existence 
of this cassette technology allows the wide dissemination of music and 
dubbing of recordings which may not be affordable or even available to the 
people in China. In the case of rock music, since it is not broadcast on the 
television or the radio, people can listen to 'bootleg tapes' in which rock 
songs recorded during rock singers' or bands' performance in the bars were 
manufactured and circulated by means of the dubbing machine (Jones, 1992: 
122). Jones (1992: 122) also noted that during the year (1988-89) he spent at 
the Beijing University, less than half of Cui Jian's songs which were familiar 
with the students were not included in the album 'Rock on the New Long 
March'. This confirms that although rock music was not played in the 
official public mass media, an alternative musical space supported by the 
simple cassette technology was created. However, this technology also has 
its negative impact on the music industry. The existence of a huge market of 
pirate tapes caused record companies to suffer. Not long before the album 
'Return to Tang Dynasty' was on the market for sale, there were already 
400,000 pirate laser discs vying for the same market. And the wholesale 
price of the pirate cassette tape 'Hei Bao' was just about Rmb $ 2 (about US 
25 cents) with a figure of 1.5 million pirate tapes circling in the market 
(Yazhou Zhoukan, 1993; Zi Niu, 1993: 5). 
Moreover, the ability of technology to transcend even countries and 
borders has helped to spread rock music. For example, the easy accessibility 
of the signals of foreign broadcasting such as the Voice of America (VOA) 
and the British Broadcasting Corporation (BBC) made the Chinese 
government vulnerable to the information sent from abroad. Through these 
foreign broadcasters, people can listen or even imitate Western rock music. 
It was reported that teenagers learn how to play guitars after hearing rock 
music on the Voice of America (Jaivin, 1994). 
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Other than these radio signals, another important 
telecommunications technology is the satellite. When music videos of rock 
bands and singers like Tang Dynasty, Zhang Chu and Ai Jing are broadcast 
through the Star TV in Hong Kong to the rest of Asia, it is not easy for the 
government to curb these audio-visual signals from the sky (Gu Biling, 1993: 
77). A rock singer called Liangzi in China said that he learned 'how to look 
and move like a rock and roller' mainly by satellite when he tuned in the 
broadcasts of Hong Kong's Star TV (Jaivin, 1994). 
While technology offers a channel for rock music to escape the 
constraints imposed by the government, it also places the creation of music 
in the hands of individuals. With computer technology and synthesizers, 
the composition and creation of music no longer must rely on bands. For 
example, Wang Yong, the rock singer who composed mystical music in the 
style of Tibetan music, has used computer technology to compose rock 
music. As a result, he can easily make music in his one-man band without 
resorting to the help of others (Song Di, 1993: 58). 
On the other hand, a free market economy has opened up more 
space for rock music. Unlike the past when musicians had to affiliate with a 
particular work unit or government department, rock musicians can now 
perform in private enterprises, private-owned restaurants and bars and 
support their living without any associations with the government. This 
market not only offers them the financial sources from which they can 
survive, it also gives them more freedom to compose and play music of 
their own choice without being assigned by the party leaders to write 
particular songs for particular occasions. 
After China opened up its economy, rock music in China attracted 
foreign investment. A large portion of rock bands or singers now have 
overseas backers, mainly from the multinational recording companies in 
Hong Kong and Taiwan. The largest record company in Taiwan, the Rock 
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Records Company with its affiliate the Magic Stone Records Company, have 
contracts with Chinese rock bands and singers like Zhang Chu, Black 
Panther, Tang Dynasty, Wang Yong and Doo Wei, while another Taiwan 
company Winds Records Company which mainly concentrated on 
producing folk rock, holds a contract with the Mongolian rock king Teng 
Ge'er. Other rock singers such as former Red Troop (a band name) member 
Chen Jing and Jing Gangshan were under the label of a Hong Kong record 
company called Dadi Records Company. These foreign companies not only 
play an important role in providing better packaging and more professional 
studio recording for rock musicians, but they are also helping China to 
promote this type of music as the state records companies discourage this 
promotion. 
However, the trend changed when the mainland companies found 
rock music to be a profitable venture. Therefore, some rock albums were 
'imported' back into the mainland market for sale. In the market, one can 
find the imported versions of album like Tang Chao', ’Hei Bao' and 'China 
Fire'. 
Not able to gain access to the mass media or perform in public, rock 
music often had to rely on private enterprises to offer an alternative venue 
for rock music to be performed unhindered by governmental constraints 
and surveillance. Performances usually take place in concerts called 
'parties', an euphemism for underground rock concerts. Jones (1992: 108) 
cited several places where these rock parties were often held: 'Maxim's (a 
French-owned restaurant), the bar at the International Hotel and the 
Restaurant for Foreign Diplomatic Mission'. Due to the foreign-owned or 
joint-venture basis of these enterprises, it is more unlikely for the public 
security officers to disrupt or ban the concert. 
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According to Jones (1992), the organization of these parties does not 
rely on formal channels of communication, in order to guard against the 
interference from the Security Bureau. Rather, the news of a coming party is 
•.. passed through an informal network of those "in the know"; 
unobtrusive flyers are posted on college campuses. Tickets are 
usually sold by enterprising college students and the 
musicians themselves in advance of the night of the show, 
effectively excluding those without prior l^owledge of the 
event (Jones, 1992: 108). 
It is this insular network of communication supported by private 
entrepreneurs that enables rock music to be performed and disseminated as 
well to play a 'cat and mouse game' with the authorities, in the words of 
TerriU (1992: 328). 
With its great popularity, rock music is able to have a large audience 
incomparable by other local musicians in China. Therefore, its earning 
potential is itself a bargaining power with the government to gain more 
exposure and communication with its audience. This is witnessed by a lot of 
rock concerts' association with charity or social purpose: Cui Jian's 1990 
concerts raised funds for the Asian Games; Cui Jian performed in 1992 
raising funds for China's Cancer Research Fund Association; Cui Jian's rock 
concert at the Beijing Capital Gymnasium in 1993 raised funds for Beijing 
Sports Fund Association, to name just a few. Staging concerts for fund-
raising, on the one hand, the rock musicians can gain more exposure and 
legitimize their image through performing for the sake of social purpose; 
while on the other hand, the government can collect funds and taxes for its 
own operations. 
Rock concerts are another arena that flaunts and subverts the official 
codes. The cheering, screaming, dancing, waving of hands, and chanting 
along with the words of the songs are an obvious resistance against the 
public security officers who kept a watchful eye on the audience lest they be 
incited to rebellion and disorder. As body movement and noise in concert 
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was forbidden by the government, these officers often had to persuade the 
audience to sit and calm down. 
In China, the concert has become a ground for affective investment 
in rejection of the straight boredom of the socialist hegemony. In the words 
of Grossberg (1984), rock music provides the material context for letting off 
steam as well as empowering the people in negating the authorities by 
expressing body pleasures and sexual desires which are both repressed. Not 
able to protest in the real world, rock concerts provide a space 
unrepresented in reality where people can stage symbolic protest through 
their bodies. 
A case study of Cui Jian's Guangzhou concert in 1991 can be an 
illustration of the symbolic interplay of resistance and confrontations 
between the hegemony, as represented by the security officers, and the 
audience. Just like other concerts by Cui, the concert was filled with 
abundance of security guards, as the audience are not allowed to stand up 
or sway their bodies, the guards had to bid them sit down. The most 
interesting part was that the audience joined in an affective alliance in 
resisting the officers: when an officer went to one side of the audience to 
keep vigilance, another side of the audience stood up, and vice versa. 
Before the guards reached them, the audience were always managed to sit 
down to prevent any condemnation (Chen Bingchao, 1991). 
Another play of symbolic politics was staged when Cui Jian sang the 
melancholy song 'The Last Shot'. People could not have invested their 
emotion in strong body motion to this sad tune, but, almost all of the 
audience switched on their lighters, and the whole concert hall was 
suddenly transformed into a mourning ground with tongues of fire 
everywhere (Chen Bingchao, 1991). 
While explicit political confrontations in China were impossible, rock 
music was used as a vehicle for passive symbolic resistance. It opposed the 
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hegemonic codes by allowing the audience to express to themselves through 
body movement, shouting and screaming. The concert in China then 
became a symbolic protest against the hegemony where the guards enacted 





V I I I . CONCLUSION 
The communication of rock music in China shows that its meaning is 
not merely an intertextual or intratextual matter, its meaning can be 
enhanced or even transformed through interaction on an extra-textual level 
by means of recontextualization. No singer can fully control the 
dissemination of the messages of rock music: the lyrical text can spur 
different interpretations; technology is able to liberate the consumption of 
music; the economic realm furthers its distribution through its production; 
the audience can stage symbolic challenge against the hegemonic power 
regardless of the text. It is a symbolic interaction, such that meaning is 
transacted through the social process of interaction in which information 
may be added or subtracted. 
Not unlike rock 'n' roll in the West, rock music in China also got its 
appeal to the people for affective investment. The students in the 
democracy movement in 1989 brought with them rock music to embrace 
their emotion and spirit as a unified whole. Boys and girls in rock concerts 
shake their bodies, whether to protest against the security officers or just let 
off steam after a day's work. 
Rock music, besides being an art for the body to move and dance, is 
also representing a critical spirit in China. Its content reveals the everyday 
problem the people face: such as societal changes, identity crisis, love, 
incivility, hypocrisy, inauthenticity. Also, this constructed reality is an 
expression of a feeling of disillusionment with one's environment. 
Unlike research in rock music in the West, in which the songs are 
often classified into categories and treated as a whole, the study of Chinese 
rock songs requires in-depth analysis into each song. Each particular song is 
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unique in its meaning and significance. They cannot be standardized. Some 
songs have been banned, some songs are barred from recording into an 
album, while some of the lyrics are censored and dropped. One song may 
have more significance than another, this is hinged on how many debates a 
song has aroused, how much attention the officials have paid to a particular 
song, and to what extent the song has carried symbols in subverting the 
dominant ideology. 
The form of rock music is unique: with a style borrowed from the 
West, its spirit is mainly Chinese. The way of communication is indirect and 
metaphorical. People not belonging to or unfamiliar with the culture of 
China may not be able to comprehend fully the lyrical content of rock 
music. To be the listeners of Chinese rock ’n’ roll, one should have more 
background information about the culture of China and its cultural symbols. 
In fact, the way that rock music is communicated is very much 
closely related to the communication culture and the Chinese mode of 
thinking. According to Li Zonggui (1988), because the Chinese worldview is 
based on the concept 'heaven and men as a systematic whole' {tianren heyi), 
this has impact on Chinese perception of the world. The world is perceived 
as a whole, with no distinction between the man with nature, history and 
the world. For the Chinese, to understand an object is also at the same time 
to grasp its empirical as well as its symbolic whole. Some scholars have 
pointed out the philosophical method of the Chinese is also metaphorical in 
nature. This meant that Chinese insert their own experience and intuition 
when perceiving an object. And often the symbolic meaning of an object is 
stressed more than its empirical aspect. 
This mode of thinking thus corresponds to the recontextualization of 
rock music in China as a significant facet of the nature of its 
communication. The content of rock songs is sometimes de-emphasized, 
while its extra-textual meaning is deemed more important. When the 
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Chinese marched during the democracy movement in 1989 and sang 
’Internationale', the symbolic meaning expressed was more significant than 
its original intention to denounce the 'imperialists'. 
In conclusion, rock music in China, with its form, style and way of 
communication is rooted in the specific culture of China. It is a text 
articulating the emotions and conditions of the people. At the same time, it 
may carry a new message of the youth and a style critical of anything that is 
obsolete. On the other hand, it acts as an art for channeling people's 






LIMITATIONS OF THE STUDY 
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I X . LIMITATIONS OF THE STUDY 
Rock music has only a short history in China, in addition to its non-
legitimate status, documentation about it is particularly difficult to find, 
therefore, a lot of information gaps concerning rock music may not been 
filled. 
As there is often a saying that the facts determine the method, 
therefore, due to the special nature of the lyrical content and the 
communication of rock music, the research on rock music in China will be 
very different from that of the West. In the West, the parameter of freedom 
of speech is much wider and the music is more commercialized, therefore 
the lyrics will not be very complicated such that latent meaning are not 
hidden between the lines. China is very different. Thus, a qualitative 
analysis is far more appropriate in searching for the symbolic meaning 
inside and outside the text than other modes of investigation. Surveys on 
rock in China, for example, are still difficult to conduct in terms of sampling 
and obtaining permission. 
Nonetheless, the analysis conducted has its own limitations. One 
limitation of the studying of messages conveyed by rock is confining the 
analysis only to the lyrical content. This is inadequate in gaining a whole 
picture of rock music in China. Rock music is indeed a totality made up of a 
variety of elements which are equally important in judging its meaning, 
such as the musical structure of each song, the instrumentation, the tempo, 
the timbre, the vocal style, the volume, the harmonic structure, the sound 
conveyed by the words, the visual performance of a song, the non-verbal 
gesture of a rock singer when performing the song. However, given the 
poverty of knowledge in music, and considering that the lyrical content has 
* 
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a more direct and clear association with its ideology and world view, other 
elements are unfortunately not taken into examination at this time. 
Another limitation of the study is that it is difficult to speculate if the 
attempts to theorize about the negotiation between the hegemonic power 
and the subordinate force of rock music still applies when time passes. It is 
very much contingent on the political, social, economic and cultural 
situations. If the government's attitude towards rock music is going to be 
more liberal, there might be no need for rock music to counter the 
domination of the party or even to negotiate with it in the future. If there 
are no political constraints placed on music when time changes, and at the 
same time if the state achieves a high degree of legitimacy, it is doubtful 
whether the frustrated and angry sentimentalities of rock 'n' roll will still be 
meaningful to the people, and the concert be a ground of symbolic 
confrontation with the state. Also, if rock music becomes commercialized in 
the future, which leads to a loss of authenticity in expressing the grievances 
of the people, then it might not be marginalized by the state, and the party 
will not have to coopt it into the hegemonic structure. Rock music may not 
then be an arena of negotiation with the state if it is no longer p o p u l a r , . 
while another musical form may take up this space, such as rap or punk 
music. 
While the text is filled with possible meanings, different people may 
have different perspectives on the same text. Nonetheless, though the 
scientific principle to achieve objectivity by means of verification may not be 
fully applicable in this context, intersubjectivity as a different form of 
objectivity might be more plausible. In my reading of the documentations 
on rock lyrics throughout this study, it is not difficult to find out that there 
are always some common points of interpretation on the same songs. So, 
while different writers might bring different theories to the analysis, the 
« 
same conclusion may be reached. 
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Concerning the sampling of this study, to collect the popular rock 
records that enter the sale charts in the People's Daily, one might easily 
question and doubt the representativeness of the charts, since there is quite 
a long time gap with no charts publishing in the Daily. In fact, this time gap 
(1990-1991) does not really pose a great threat to the validity of the sample, 
due to the conditions of China then. Moreover, this time gap may represent 
a vacuum of rock records to go on the market. After the democracy 
movement in 1989, rock performances were not allowed, while the 
universities, which often constituted the majority of rock fans, were still 
under the tight surveillance by the party. For instance, Cui Jian only 
managed to perform for the sake of raising funds for the Asian Games. 
Rock music as an underground culture remained silent in 1990. 
Moreover, it was really after the democracy movement in 1989 that 
the number of musicians increased, with at least 50 bands, while in 1994, it 
was estimated that there are about 200 to 300 bands in China. It takes time 
for a rock musician or a rock band to gain recognition and reputation before 
a record company is willing to produce an album which may have higher 
success rate in the market. At the same time, Chinese newspapers and 
magazines concentrated on Cui Jian, while seldom mentioning other singers 





FUTURE STUDIES ON ROCK MUSIC 
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X. FUTURE STUDIES ON ROCK MUSIC 
Given the exploratory nature of this study of rock music in China, as 
mentioned in the last chapter, it lacks an all-round understanding of other 
aspects of rock music other than the meaning of lyrical content and its 
communication while the Gramsci's perspective on culture is but one of the 
many approaches. In this chapter, I'll suggest some other aspects of rock 
music in China that future research might develop. 
One possible concern in future studies is the impact of the culture 
industry on rock music. The discussions in the chapter of literature review 
suggest that the culture industry may standardize songs in order to meet 
popular tastes. Artists may lose their creativity after being coopted by 
commercial firms. Though mentioned earlier that the emergence of rock 
music in China has little to do with business, the recent development of 
rock music has seen the increasing assimilation of record companies from 
Hong Kong as well as Taiwan. One question is: Will rock music be 
standardized and institutionalized into a single mode lacking new style and 
content? 
Moreover, one aspect of the culture industry that may influence the 
development of rock music in China is its organization. In the past, rock 
music is but a personal endeavor without much goals or organization, but 
in recent years, China saw a class of organizers and producers who focused 
on the production and compilation of rock music. At the same time, they 
were often the technicians who helped to record and mix the music. They 
did not seem to belong to any one organization or company. But their 
names often appeared on rock albums published by different recording 
companies. For example, the name of Lao Ge [Old Brother], is very familiar 
< 
with those in the circle of rock music. He was the sound mixer and 
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producer of albums like '1 Have Nothing' and 'Rock Beijing' and recording 
engineer of 'China Fire', though each album of different companies. He was 
also the organizer, producer, sound mixer of the album 'Rock 'n' Roll of the 
Legendary Land'. Another name that caught one's attention was Wang 
Xiaojing, who was the independent entrepreneur while at the same time 
the producer and organizer of the album 'Rock Beij ing' . 
The various roles of these people may have great impact on the 
development of rock music. They have the power to define what is rock 
music, and what songs will be included into a rock album. As independent 
producers, they can choose the singers they prefer. They may also have the 
power to set the trend and style of rock music, and select what the audience 
may listen to. This organization of rock music is worth studying because it 
may have great impact on the development and definition of rock music. 
Moreover, to look at rock music from a sociological perspective is 
very interesting. In the West, we have Willis (1978) studying the 
homological relationship between music and the lifestyle of the Teddy Boys. 
In China, we can study the lifestyle of rock musicians. In the past, to study 
rock musicians was more difficult because of the small number of rock 
musicians. Now, there are about 300 rock bands in China, and most of them 
are playing in Beijing (Yi Zhou, 1993: 78). Therefore, to approach rock 
musicians and the research method of participant observation will be much 
easier than before. A lot of things can be studied about rock musicians and 
their bands: age, status, the organization of bands, their jobs, their 
educational level, their geographical position, their life attitudes, and their 
relations with the government. While the age of rock musicians in China 
ranged from about 18 to mid-thirties, will their age affect their musical 
worldview? And what are the characteristics of rock music of each 
generation? What do rock musicians wear? Black jacket? T-Shirt? Jeans? 
f -
Nike or Addidas sport shoes? Will they marry? What is the composition of 
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rock bands? There are many, many questions about rock musicians which 
may enhance our understanding about the music and the people behind 
this industry. 
Rock 'n' roll, a musical style predominated by males as shown by its 
history filled with famous male rock superstars and bands such as Elvis 
Presley, the Beatles, the Rolling Stones, Rod Stewart and David Bowie, 
draws attention to the role of female in rock music in China. China's rock 
scene is not much different from that of the West, in that almost all bands 
have an all-male composition, such as Ado, Tang Dynasty, Black Panther, 
Pressure Point, Again, Stone, just to mention a few. The role of female in 
rock music is worth examining in China, especially since there are some 
women participating in producing Chinese rock 'n' roll: Cobra is the first all-
female band in China, while the main singers of rock bands Breathing and 
the Compass are also female. They have already caught the interests and 
attention of the public, maybe just because they are female. Can women's 
participation in rock change attitudes towards women in the society? What 
is the response of the audience? Does the existence of female rock singers or 
bands represent a symbol of a more liberal China? These questions can be 
examined in future studies. 
With more and more rock music transmitted through the forms other 
than cassettes and concerts, the audiovisual communication of rock music 
may become a significant form of the communication of rock music. In the 
past, most of the audience came into contact with rock music by means of 
recordings, but in recent years, people be reached through music television 
transmitted through the satellite of Star TV. The lives and performance of 
rock musicians are portrayed in Zhang Yuan's independent movie Beijing 
Bastards. Rock music was also the theme of a drama series Haima Gewuting 
(Sea Horse Songs and Dance Parlour) broadcast in 1993 in China. In the film 
# 
Beijing Bastards, the image of rock music is portrayed as explosive and 
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furious, energetic and strong-willed. Since the form through which rock 
music is communicated also constitutes part of the constructed reality, 
therefore, this area of study should not be missed. 
To sum up, there are many aspects of rock music that can be 
explored in future studies. This is because rock music as a nascent form of 
art or entertainment is closely associated with the everyday life of the 
people in China. How it is consumed, used, or portrayed may reflect the 
social reality of China, including her world view and social conditions. After 
all, the trend of rock music studies is very much contingent on the 
development of rock music and its interaction with the environment. 
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54] The abridged version of The Last Shot' is published in Cui Jian, 'Jiejue' 
[Solution]. The original version can be found in Wang Hong & Cui Jian, 
'Wang Hong & Cui Jian' or assorted artists, 'Kaitian Pidi’ [The World 
is Opened]. 
55] Assorted Artists, "Zhongguo Huo" [China Fire]. 
56] Hei Bao, "Bie Changzhe Wo" [Leave Me Alone], music and lyrics by Doo 
Wei. On Hei Bao, 'Black Panther'. The text is translated by author. 
57] Zhang Chu, "Jiejie" [Sister], music and lyrics by Zhang Chu. On 
assorted artists, 'Zhongguo Huo' [China Fire]. The text is translated by 
author. 
58] I owe the analysis of this song to Meng Fanhua (1993) "Langzi Zhang 
Chu, Guisu Nanni" (Wanderer Zhang Chu is Difficult to Seek a 
Home), Genesis, No.6&:7, pp.60-61. 
59] See note 57. 
60] Zhou Siyu, "Zouba" [Go Away], music and lyrics by Zhang Chu. On 
Zhang Chu, 'Zhang Chu'. The text is translated by author. 
61] See note 60. 
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62] p a n g Chu, "BPMF", music and lyrics by Zhang Chu. On Zhang Chu, 
'Zhang Chu'. The text is translated by author. 
63] Ado, "Wo bu neng sui bian shuo" [No Easy Words], music and lyrics by 
Zhao Kang. On assorted artists, 'Zhongguo Huo, [China Fire]. The text 
is translated by author. 
64] Xin Ti, "Bu yao cong mang" [Don't Hurry], music and lyrics by Xin Ti. 
On assorted artists, 'Yaogun Beijing' (Rock Beijing). The text is 
translated by author. 
65] Tang Chao, "Bu yao tao bei" [Don't Go Hiding], music by Guo Yiguang, 
lyrics by Tang Chao. On Tang Chao, Tang Dynasty'. 
66] The Face, "Gei wo yi dian ai" [A Little Love for Me], music and lyrics by 
The Face/Mark Taylor. On 'Zhongguo Huo’ [China Fire]. 
67] Hei Bao, "Kao jin wo" [Stand By Me], music by Wang Wenjie, lyrics by 
Doo Wei. On Hei Bao, 'Black Panther'. 
68] See Note 65. Text translated by author. 
69] See Note 66. Text translated by author. 
70] See Note 67. Text translated by author. 
71] Hei Bao, "Take Care", music by Doo Wei, lyrics by Huang Xiaomou. On 
Hei Bao, 'Black Panther'. The text is translated by author. 
72] Hei Bao, "Pa Ni wei Ziji Liu Lei" [Please Don't Cry}, music and lyrics by • 
Doo Wei. On Hei Bao, 'Black Panther'. The text is translated by author. 
73] Hei Bao, "Don't Break My Heart", music and lyrics by Doo Wei. On Hei 
Bao, 'Black Panther'. The text is translated by author. 
74] The Witness, "Yongyuan de Dengni" [Forever Yours], music and lyrics 
by Zhao Kang. On assorted artists, 'Zhongguo Huo' [China Fire]. 
75] Dong Hong, "Taiyang Che" [The Solar Car], music and lyrics by Zhang 
Chu. On Zhang Chu, 'Zhang Chu'. 
76] Tang Chao, "Yue Meng" [The Moon Hangs High], music and lyrics by 
Tang Chao. On Tang Chao, Tang Dynasty'. The text is translated by 
author. 
7 7 � C u i Jian, "Jimuo shi Yituan Liehuo" [Loneliness is Like Wildfire], music 
by Cui Jian, lyrics by Cui Jian/Huang Xiaomou. On Cui Jian, 'Jiejue' 
[Solution]. The translated text is quoted from HaUett, Stephen.(1991) 




78] Hei Bao, "Yanguang li" [In Your Eyes], music by Wang Wenjie, lyrics by 
Huang Xiaomou. On Heibao, 'Black Panther'. The text is translated by 
author. 
79] Cui Jian, "Zher de Kongjian" [This Space], music and lyrics by Cui Jian. 
On Cui Jian, •Jiejue’ [Solution]. The text is translated by author. 
80] Cui Jian, "Jiejue" [Solution], music and lyrics by Cui Jian. On Cui Jian, 
’Jiejue’ [Solution]. The text is translated by author. 
81] Self-Education (Rock band's name), "Chachu Yanlei" [Dry Your Tears], 
music and lyrics by Jiang Wenhua.On assorted artists, 'Zhongguo 
Huo' [China Fire]. The text is translated by author. 
82] Hei Bao, "Tihui" [Understanding], music and lyrics by Li Tong. On Hei 
Bao, 'Black Panther'. The text is translated by author. 
83] Hei Bao, "Wudi Zirong" [Shameful], music by Li Tong, lyrics by Doo 
Wei. On Hei Bao, 'Black Panther'. The text is translated by author. 
84] Nanniwan, "Nanniwan" [Southern Muddy Bay], music by Ma Ke, lyrics 
by He Jingzhi.On Cui Jian, 'Jiejue' [Solution]. The translated text is 
quoted from Editorial Department of the People's Music Publishing 
House (1980) Selected Chinese Songs, pp.73-75. Beijing: Xinhua 
Shudian. 
85] See note 84. 
86] See note 84. This part of lyrics is not included in Cui's song. 
87] Zhang Ling, "Yiming Jingren" [To Startle with the First Call], music and 
lyrics by Zhang Chu. On Zhang Chu, 'Zhang Chu'. The text is 
translated by author. 
88] Cui Jian, "Touji Fenzi" [Opportunists], music and lyrics by Cui Jian. On 
Cui Jian, 'Solution'. The translated text is quoted from Jones (1992) Like a 
Knife: Ideology and Genre in Contemporary Chinese Popular Music. New 
York: Cornell University, pp. 124-5. 
8 9 � T h e Compass, "Qingzou Renxing Dao" [Please Walk the Pedestrian 
Way], music by Zhou Di, lyrics by Luo Bing. On assorted artists, 
'Yaogun Beijing' [Rock Beijing]. The text is translated by author. 
90] See note 89. 
91] See note 89. 
92] Cui Jian, "Buzai Yanshi" [No More Concealment], music and lyrics by 
Cui Jian.On Cui Jian, 'I Have Nothing'. 
93] Hei Bao, "Nienpu" [The Mask], music and lyrics by Li Tong. On Hei 
Bao, ’Black Panther'. 
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94] Cui Jian, "Xiang Yibao Daozi" [Like a Knife], music and lyrics by Cui 
Jian. On Cui Jian, 'Jiejue' [Solution]. The translated text is quoted from 
Jones (1992) Like a Knife: Ideology and Genre in Contemporary Chinese 
Popular Music. New York: Cornell University, pp. 148-9. 
95] Tang Chao, "Menghui Tangchao" [Return to Tang Dynasty}, music and 
lyrics by Tang Chao. On Tang Chao, Tang Dynasty'. The text is 
translated by author. 
96] See note 95. 
97] Again, "Fenghuo Yangzhou Lu" [Yangzhou Road in Flames of War], 
music by Again. On assorted artists, 'Yaogun Beijing' [Rock Beijing]. 
98] The original text can be found in Wang Jiaxiang ed. Zhongguo Lidai 
Shiren Xuansui [The Selections of Poems by Past Chinese Poets], 
Tainan: Wangjia Chubanshe Youxiang Gongsi, pp. 167-169. 
99] Chaozai Yuedui [The Overload Rock Band], "Zuxian" [The Ancestors], 
music and lyrics by Chaozai Yuedui. On assorted artists, 'Yaogun 
Beijing' [Rock Beijing]. The text is translated by author. 
100] See note 99. 
101] Tang Chao, "Shijimuo zhi Meng" [Dream of the Doomsday], music and 
lyrics by Tang Chao. On Tang Chao, Tang Dynasty'. 
102] Tang Chao, "Chuan Shuo" [Legend], music and lyrics by Tang Chao. 
On Tang Chao, Tang Dynasty'. 
103] See note 101. The text is translated by author. 
104] See note 101. The text is translated by author. 
105] Tang Chao, "Taiyang" [The Sun], music and lyrics by Tang Chao. On 
Tang Chao, Tang Dynasty'. The text is translated by author. 
106] See note 105. 
107] See note 105. 
108] See note 105. 
109] Tang Chao, "Jiupai" [Nine-Fourth], music and lyrics by Tang Chao. On 
Tang Chao, Tang Dynasty'. The text is translated by author. 
110] See note 109. 
111] See note 109. 
112] See note 109. 
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113] Tang Chao, "Fei Xiang Niao" [The Soaring Bird], music and lyrics by 
Tang Chao. On Tang Chao, 'Tang Dynasty'. The text is translated by 
author. 
114] See note 113. 
115] See note 113. 
116] Wei Hua, "Yi Shen Qi Qiu" [A Plea in Life], music and lyrics by Zhang 
Chu. On Zhang Chu, 'Zhang Chu'. The text is translated by author. 
117] See note 116. 
118] Cui Jian, "Ran wo shui ge hao jiao" [Let Me Have A Good Sleep], 
music and lyrics by Cui Jian. On Cui Jian, ’I Have Nothing'. The 
translated text is accompanied with the recording. 
119] For more details about the strategic location and importance of the 
bridge, see Li, Lincoln. (1975) The Japanese Army in North China 1937 -
1941. London, New York, Melbourne : Oxford University Press, pp.1-18. 
120] Cui Jian, "Jia xing seng" [False Itinerant Monk], music and lyrics by Cui 
Jian. On Cui Jian, 'I Have Nothing'. The translated text is quote 
from Chong W丄.(1991) "Young China's Voice of the 1980s: Rock Star 
Cui Jian", China Information, Vol.VI, No.l , pp.65-66. 
121] Nuzi Yaogun Yuedui [Women Rock Band], "Ziji de Tiantang" [My Own 
Paradise], music and lyrics by Nuzi Yaogun Yuedui. On assorted artists, 
'Yaogun Beijing' [Rock Beijing]. The text is translated by author. 
122] Wang Yong, "Anhun jingxing qu" [March of the Requiem], music and 
lyrics by Wang Yong. On assorted artists, 'Yaogun Beijing' [Rock 
Beijing]. The text is translated by author. 
123] See note 122. 
124] See note 122. 
125] See note 122. 
126] The term 'contested terrain' is borrowed from Garofalo, Reebee (1992b) 
"Nelson Mandela, The Concerts: Mass Culture as Contested Terrain" in 
Garofalo, Reebee ed. Rockin' the Boat: Mass Music and Mass Movements 
(Boston), pp. 15-35. 
127] Heibao. Heibao [Black Panther]. Magic Stone Culture Co. Ltd. RD-1137, 
1992. 
128] Heibao. Heibao [Black Panther] Zhongguo Yinyuejia Yinxiang 
Chubanshe. Z426-H063, 1992. 
129] Tang Chao, "Guojige" [Internationale], music and lyrics by Eugene 
Pettier. On Tang Chao, Tang Dynasty'. 
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130] Tang Chao.Tang Chao [Tang Dynasty]. Zhongguo Yinyuejia Yinxiang 
Chubanshe. Z421-H062, 1992. 
131]Tang Chao. Tang Chao [Tang Dynasty]. Magic Stone Culture Co.Ltd. 
RD-1183, 1992. 
132] See Friends of Chinese Minzhu. (1990) "Hou Dejian: I Want to be a 
Dissident", Echoes from Tiananmen, Issue No.4, August, pp.24-29 and 
Hui (1992) "Xunzhao Hou Dejian" (In Search of Hou Dejian), 
Breakthrough Magazine, Vol. XIX, No.3, pp.56-7. , 
133] Chen Jing, "Hong Tousheng" [A Red Headband], music and lyrics by 
Chen Jing. On Chen Jing, 'Hong Toushen' [A Red Headband]. 
134] Teng Ge'er, "Ni he Tai Yang yi qi sheng qi" [You and the Sun Rise 
Together], music by Teng Ge'er, lyrics by Wang Rongqi. On Teng 
Ge'er, Teng Ge'er Fashao Jinqu' [The Red-Hot Hits of Teng Ge'er]. 
135] Zhang Chu, "Xichu Yangguang" [Go West from Yang Guang], music 
and lyrics by Zhang Chu. On Zhang Chu, 'Zhang Chu'. Lyrics 
translated by author. The original text can be found in Cai, Zhizong. 
(1989) Beihuan di Gezhe. Tangshi Shuo. (The Singer of Happiness and 
Sorrow: Talks on Tang Poems). Taibei: Shibao Wenhua Chuban Qiyie 
Youxian Gongsi (Times Daily Cultural Publishing Enterprise Limited 
Company), p. 104. 
136] See note 135. The text is translated by author. 
137] See note 129. The text is translated by author. 
138] See note 128. 
139] See note 127. 
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